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“Through the Duo-Art and its rolls a student may acquire an intimate knowledge 
of the style of leading pianists, may hear the subtleties of great 
master works expounded by the most competent authorities. 


ONS NAAT LALA NN TU HVA) 


p p 100 } OIRO CIID CAICAICIONIIITAIAAnO nor 


= 
a)! 


AUT 


DUO-ART 
PIANO MUSIC 


A Classified Catalog of 


_ Interpretations of the World’s Best 
Music Recorded by More Than 
Two Hundred and Fifty Pianists 


for the 


SOU O-ART 


REPRODUCING PIANO 


Tne 


I 


cc 


nA 


ccc 


| 


THE AEOLIAN COMPANY 


ABOLIANZ HALL, NEW YORK 


nici 


LONDON PARIS MADRID BERLIN MELBOURNE SIDNEY 


yee We J ste 
NVA B45) 


ANDERSON COLLEGE 
LIBRARY 
ANDERSON, INDIANA 


; Copyright, 1927 
b 


ay * 
The Aeolian Company =, ' 
~ New York : ; 


‘ es ; ain 


ge ee er EN MES) 


LOR Te 


I. The Duo-Art and Its Music Rolls in Their Relation to Modern 


Culture 


By Wa rer R. Sparpine, Professor of Music in Harvard University. 


Il. Composers List: Duo-Art Music Rolls Listed under the Names 
of Composers (in Alphabetical Order) 


With Biographies of Leading Composers, Analyses, and Suggestions by 


Louis Mouterr, Professor of Music Appreciation in New York University. 


“IL A Five Foot Shelf of Duo-Art Rolls 


IG@Apwdrm 


Recorded for the Duo-Art Piano — * 


With Biographical Sketches and Annotations on the Musicby G. W. Harris, 
former Associate Musical Editor of the ‘‘New York Evening Post’. 


Ap.ier, CLARENCE . 
ARMBRUSTER, ROBERT 
Arnot, Feuix . 
Bacuaus, WILHELM 
Batpwin, CarotyN Cone . 
Batt, Ernest R. 

Batton, ELLEN 

Banta, Frank ; 
BarTHOLOMEW, Eee 5 
Batzs, Mona 

Bartiz, Rex 

Bauer, Harotp 

Brzse, CAROLYN 

Bennett, Percy 

Benoist, ANDRE 

Bentz, EpNa : 
Bercman, Henri. . . 
BgeruMEN, ERNESTO 5 
Brake, DororHy Gaynor . 
Buaxez, Euvsiz . 

Biancx, MarGorT DE . 
Bocustawsk1, Moissaye . 
Borrer, ALPHONSE 
Borovsky, ALEXANDER . 
Bos, Coznraap V. 

Bournez, Una . 

Brarp, MaGDELEINE . 
Braun, Rosert 

Burt, RayMoND .. . 
Busoni, Ferruccio 

Byrp, WINIFRED . 
CapMaAN, CHARLES WaAxerietp 
CampsetL, Davip. . 
CARPENTER, JOHN ALDEN 
CarrENo, TERESA . 


NDERSON COLLEGS 
- LIBRARY 
NE ASON, INDIANA 


rp et ofa: 9 So” 6 


PAGE 
ee 
3 Aly 
» Shy 
- 270 
One 
. 288 
zo 
5 ae 
oe 
. 344 


Carreras, Maria . 
Carson, STANLEY . 
CasELLa, ALFREDO 
CHAMINADE, CECILE . 
CHARMBURY, WALTER 
Cuerkassky, SHURA . 
Ciark, FRANK. . 
Cong, Ropert . . 
Connor, PIERRE 
Conrap, Con . 
Cooxez, JAMEs FRANCIs 
CopELaND, GEORGE 
Cortot, ALFRED 
Corritow, AuGusTa 
Croroot, Mary N. 
Damosois, Mauricz 
Davip, Lez. . . 
Davizs, REUBEN 
Denton, OLIVER . yan 
DevovRure a wee G+ 6 
Drerricn-HoiiinsHeaD, Ursura . 
Di Giovanni, IRENE 

Donaunvue, Lester . 

Downinec, Lutu Jones . 

Duke, Joun “es : 
DumEsNiL, Mxenice fs 

Dvorak, Marz 
Eakin, Vga 
Eartu, Bup 
Eseiy, Hans 
EcHaNIz, JOsE 
Exsgx, RicoarpD 
Engsco, GEorGEs 


Crome ee ere, ie: 


oe gen ) ere 
on 6) too hes Pe 

(eo CN ARR, UR Je BOA Be A 
6, PO Ce PGP oT G On in 
eae ne” ep 67 Ben oil) 6 
Ce Ste Me “ceo ec) 


ep ea, es Neg ce” Pte ete 


Oy, ie O26, foh axe: 


{7} 


PAGE 


ee area, 
o Sel 
2325 
. 248 


392 


215 


398 


esos 


By Cuartes H. Farnswortu, Professor Emeritus of Music Education in 
Columbia University. 
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MUSIC ROLLS 


In Thezr Relation to Modern Culture 


by 


il WALTER R. SPALDING y 
) \, Professor of Music in Harvard University ( 
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“T is gradually dawning upon us Americans that our cultivation in atts and 
letters is by no means on a level with our undoubted achievements in science 
and in industrial organization. If a person is justly considered illiterate who 

knows nothing of the works of Shakespeare, Browning, Tennyson, Emerson, Whit- 
man, then he is very imperfectly cultivated—to put it mildly—if he is ignorant 
of the immortal and uplifting message found in the compositions of Beethoven, 
Bach, Mozart, Brahms, Wagner and all the geniuses in the art of tones. It is high 
time for us as a nation to begin the systematic cultivation of our emotions, imagi- 
nations and souls. 


WE LIKE WHAT WE REALLY KNOW 


For the music lover the first and most important article in his creed is familiarity. 
People often say “we know what we like”, when they should realize that they 
will come to /ike what they really know. As repetition is at the basis of musical 
design, so familiarity is gained om the part of the listener by constant repetition; 
that is, by frequent hearings of any composition. In the above statement lies the 
-endotsement of the Duo-Art Pianoforte and of the comprehensive library of 
beautiful and standard compositions for performance upon the instrument. 

In former days it was possible only in rare cases for the music lover to hear 
a composition sufficiently often to become familiar with it. A pianoforte recital 
was attended once, and an elaborate Fugue, Sonata, or Rhapsody was expected to 
be understood after a single hearing. What a beneficent change has been accom- 
_ plished in our day through science and by the artistic foresight and inventive 
skill of the men who have developed the Duo-Art Piano! 
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Now through the perfecting of the Duo-Art Pianoforte the music lover may 
sit at home, play over at his leisure any composition until he can sing the themes, 
feel at home in the structure and recreate in his own imagination the message 
of the composer. The Aeolian Company has shown great intelligence in the selec- 
tion of music and incurred enormous expense in its collection. This new library, 
therefore, of Duo-Art rolls represents a collection of the best literature for the 
pianoforte, made a /iving thing for use at the ‘present time. 


NO PIECE OF MUSIC OF LASTING WORTH CAN BE 
APPRECIATED WITH A SINGLE HEARING 


There are several characteristic features of music which furnish an irrefutable 
argument for the existence and use of the Duo-Art Reproducing Piano. Music 
is a peculiar art by reason of, first, the intangibility of its factors, sound and rhythm; 
second, its presentation to the auditor at such a rapid rate and lastly, the abstract 
design which has little similarity with other modes of thought or with objects 
of daily life. The average listener, in fact, receives but a vague and fleeting im- 
pression from a musical composition of any scope. He is thrilled by the stimulating 
rhythms and the sensuous beauty of the varied sounds, but the actual message of 
the composer escapes him, because he has no well-developed apparatus of recep- 
tion and because generally he heats a composition but a single time. 

No piece of music of lasting worth can be understood or appreciated until the 
listener can sing the themes, recognize them whenever they appear and feel at 
home in the design. Most persons, furthermore, have a very weak musical memory. 
We can often remember a visual object from first sight—our eyes being better 
trained than our ears—but few can retain a theme after a single hearing. It is 
obvious that if the hearer cannot remember a theme, it is impossible for him to 
follow intelligently the structure of the music. 

The fundamental constructive principle in music is some form of systematic 
repetition, either in a polyphonic (many-voiced) interweaving of melodic strands, 
or in the application of what is known as Restatement after Contrast. The first 
phase of this principle is illustrated in such forms as a Canon or a Fugue, and the 
second in the Three-part form, in the Rondo form (so prevalent in pianoforte 
pieces) and, above all, in the Sonata form, the chief of musical designs. 


INTERPRETATIONS BY WORLD-FAMOUS ARTISTS 


Another most important aspect of music is its need of being interpreted. Great 
as is the genius of the original composer, how seldom would his works have pro- 
claimed their deepest meaning had they not been interpreted and performed by 
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THE DUO-ART AND ITS MUSIC ROLLS IN THEIR RELATION TO MODERN CULTURE 


aml executant, just as important as a link between composer and hearer as the 
creator himself. The Aeolian Company has had the compositions in its library 

performed by such world-famous artists as Paderewski, Hofmann, Bauer, Pachmann, 
~ Gabrilowitsch, Ganz, Grainger, Stravinsky, and many others. In the records, 
therefore, of the compositions of Bach, Beethoven, Chopin, Liszt, Brahms, Debussy, 
and the rest, we hear something far more than a merely correct and mechanical 
performance of the music. We are actually touched and thrilled by the emotional 
and dramatic power which the interpretative artist discovers in the music and 
releases for us—the hearers! To become thoroughly familiar with Chopin’s 
message as interpreted by Paderewski or the Sonatas of Beethoven played by a 
Lamond, a Hofmann or a Bauer is a priceless asset in any one’s aftistic cultivation. 


A further advantage of these Rolls is that through them the interpretations of 
the great pianists of our day are perpetuated and handed down to future gener- 
ations. This library becomes, therefore, a veritable historical record of pianistic 
achievement, which heretofore had vanished as soon as it was born. What would 
not the world give to know in terms of actual music just how Liszt, Rubinstein 
and Clara Schumann played! These living records of Paderewski and others will 
keep alive the pianistic genius of the twentieth century for all time. The Acolian 
Company has, moreover, planned this library, not only to give pleasure, but as a 
means of systematic education in the growth of music from early days, down 
through the classic and romantic periods to the moderns of the present day. 


As a means for delightful and profitable recreation (the music lover so trained 
is actually recreated) —the Duo-Art Pianoforte and its wonderful collection of 
music tolls become an indispensable possession for everyone who prefers to have 
a well-nourished imagination, rather than to remain a mere prosaic work-a-day 
human being. 
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DUO-ART MUSIC ROLLS 
LISTED UNDER THE NAMES OF COMPOSERS 


IN ALPHABETICAL ORDER 


With Biographies of Leading Composers, Analyses, and Suggestions 


By Louts MoHLER 
Professor of Music Appreciation in New York University 
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EVA DELL’ ACQUA 


TITLE PLAYED BY ROLL NO. PRICE 
CHANSON PROVENCALE. Accompaniment Roll. 
Soprano or Tenor, in E-flat , ; ; ; : : . Daisy Horrman 12725-S 1.25 


A. EMMETT ADAMS 
BELLS OF ST. MARY, THE. Song Roll . 4 ; : : . Ropert ArmsBrusterR 102795 1.25 


STEPHEN ADAMS (MICHAEL MA YBRICK)—1844-1913 
HOLY GILYs- HE sons Kollaee : Henri BercMan 101925 1.25 
WARRIOR BOLD, A. Song Roll. And ‘‘The Soldier’ S Farewell” by Kinkel . Erno Rapgz 100667 1.75 


JULIAN AGUIRRE 
TRISTE Op 7s No..5 ae : : : ‘ é 2 Cortina Henriquez DE Lima 64317 _~—s1.75 


Tsaac Albentx 


Born in Camprodon, May 29, 1861. Died in Campo au Bains, May 19, 1909 


freshness into piano music, and his piano works are among the most brilliant and 

most effective ever written for this instrument. They are saturated with Spanish. 
harmonies, rhythms, and melodies. His treatment of the piano is astonishing, considering 
the directness with which his music appeals to the senses. Never has such intensity of 
national life, joy, passion, pride and melancholy threatened to burst the very limits of 
sound. The eminent French critic Jean-Aubry says of him: ‘‘Albeniz is Spain, as Mussorgsky 
is Russia; Grieg, Norway, and Chopin, Poland. In music there are many excellent 
scholars but few poets. Albeniz has all the power of the poet—ease and richness of style, 
beauty and originality of imagery, and a rare sense of suggestion. 


Albeniz was born at Camprodon, on May 29, 1861; and died at Campo au iains 
(Pyrenees), on May 19, 1909. He was one of the most See ha the 
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[iss ALBENIZ, foremost of Spanish composers for the piano, brought a breath of 


COMPOSERS LIST 
world has ever known, and when six years 
old was accepted as a pupil by the great 
French teacher Marmontel. After extensive 
concert tours in Europe and America, as a 
child-prodigy, he went to the Brussels 
Conservatory for further serious study in 
piano, harmony, and composition. Later 
he becamea pupil of Liszt at Weimar. Most 
of his life was spent on tours as a concert 
pianist, yet he found time and energy to 
do an amazing amount of original creative 
work in composition. He was court pianist 
to the Queen of Spain, but appeared at 
court only occasionally. He made his home 
in London for ten yeats. His works include 
eight operas (the first of which, ‘‘The 
Magic Opal,”’ was produced in London in 
1893), am oratorio, a “Concerto Fan- 
tastico,’’ and more than 4oo piano pieces. 
In his later works, such as ‘‘Iberia,’’ he 
shows himself strongly influenced by 


French impressionism. = Gis TMT ge, 
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Duo-Art Records of Compositions by ISAAC ALBENIZ 


TITLE PLAYED BY 
ALBAICIN, EL. *‘Iberia’’ : : : ! : ; : ArTHUR RUBINSTEIN 
ARAGON. See ‘‘Suite Espagnole.’’ 

CAPRICE CREOLE (Cuba) : , é 4 ‘ Davin Prserzx1 
“CHANTS D’ESPAGNE,”’ Op. 232, No. 4. See "Cordoba. a 
CELEBRE SERENADE ESPAGNOLE, Op. 181 ; : ? Paquira MapRIGUERA 
CORDOBA, Op. 232, No. 4. From “‘Chants d’Espagne.”’ : : DesipER VECSEI 
EVOCATION. See ‘‘Iberia.’’ 
IBERIA. Evocation, No.1 . F 5 A ; ; .  ArtHuR RuBINSTEIN 
MALAGUENA ; ; ; 5 : 5 : ‘ : Ernesto BERUMEN 
NAVARRA . , f ; ; ; ; ; Marta CarrERAS 
SEVILLANAS. See *‘Suzte ase” 
SUITE ESPAGNOLE 
Aragon, No. 6. Fantasia . : : : ‘ é . Pagquita MapricuERa 
Sevillanas, No.3. : : : ; . ARTHUR RuBINSTEIN 
TANGO. Transcription by dees : . : : . Gutomar Novags 
TANGO IN D i ; : : ; ; : : : GrorGeE CopeLAND 


FREDERICK G. ALBERS 


CARNATIONS (Novelette) . ee ; : , : . Genevieve Pitot 
EUGEN D’ALBERT—1864 
ALLEMANDE. Gavotte and Masette : ‘ : : ; : Joun THompson 
, W. ALETTER 
RENDEZVOUS. Intermezzo—Rococo s : ; : ; . Genevieve Pitot 


413 F 


ROLL NO. 


6204-4 


63148 


57987 
58208 


63780 


67827 
70070 


62938 
62980 


69890 
56628 


70536 


S-30298 


68166 


PRICE 


3.00 
2.00 


15 
2.00 


2.50 


iS 
2.50 


2.00 
2.50 
2.50 
2.00 


150 


2.00 


1.50 
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ALEXANDER ALIABIEFF—1787-1851 
THE NIGHTINGALE. Transcription by Liszt . F : ; : IGNAz FRIEDMAN 


CHARLES HENRY VALENTINE ALKAN—1813-1888 
WIND, LHE Glee VentnOp. 15, Now2aee, ; : . Haroip Bauer 


FRANCES ALLITSEN 


LORD IS MY LIGHT, THE. Accompaniment Roll. 
Low Voice in B-flat ; : d : : : CoENRAAD V. Bos 
High VoiceinD . : CoEnraaD V. Bos 
SONG OF THANKSGIVING. Accompaniment Roll. ISopeanos in D Minor . Exeanor SHaAw 


NICHOLAS AMANI—1875-1904 
ORIENTALE*SOp: 7, No72.). $ : ; ’ : : : . Rosert Braun 


SAINT AMBROSE—333-397 
ONE SWEETLY SOLEMN THOUGHT. Song Roll . : i . Ropert ARMBRUSTER 


ALFREDO D’AMBROSIO—1871-1915 
CANZONETTA. Op. 6 . ; 2 f ; 3 4 : : GENEVIEVE PitorT 


LUIGI ARDITI— 1822-1903 


BACIO, IL (The Kiss). Waltz . : : ; ; : : ; : Fetrx ARNDT 
BACIO, IL (The Kiss). Song Roll. : : : : : : PauLine HaGGarpD 


ANTON STEPANOVICH ARENSK Y— 1861-1906 


CAPRICE, Op. 43, No. 6 : : : : Beryt RuBINsTEIN 

ETUDE IN F-SHARP MAJOR, Op. 36, No. 3B : : : Hans Epety 

HOW BEAUTIFUL WERE ONCE THE ROSES, Op. 68, No. Le . Rosert ARMBRUSTER 

SUITE, Op. 15. See “Valse.” 

VALSE. From Suite, Op. 15. Arranged for Two Pianos. ‘ . Haroip Bauer AnD 
Ossip GABRILOWITSCH 

VALSE, Op 336, No. / j : , : h : : : . Harotp Henry 


FELIX ARNDT 
(For Portrait and Biographical Sketch, see Interpreters List) 


COQUETTE, LA (Marionette) : : : ; : : ; : Frerrx ARNDT 
NOLA. Novelette . ; ' : ; ) ; ; : : : Feirx ARNDT 


THOMAS AUGUSTINE ARNE—1710-1778 
DRINK TO ME ONLY WITH THINE EYES . : : ; : 5 Ferrx ARNDT 


HARRY E. ARNOLD 
ARABESQUE, Op. 59, No. 2 . : : : ' ; ; . Rospert ARMBRUSTER 


JOSEPH ASCHER—1829-1869 


ALICE. Romance . : ; : ‘ : : : : CHARLES GILBERT SpRoss 


FRANK P. ATHERTON 
CHIFFONNETTE. Transcription by Rapee é : : Erno Rapeg 


WILLIAM AXT 
IF LOVE WERE ALL . : : ‘ : : : : : GeENnEVIEVE Pitot 


NATHANIEL D. AYER 
SOMEWHERE IN THE WORLD. Song Roll . : ; : : GENEVIEVE Pitot 
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100985 1.25 
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58336 gen e50 
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61878 2.00 
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5849-0 4.50 
70348 2.00 
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56576 1.50 
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67776050 
59908 2.00 
62458 2.00 
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Johann Sebastian Bach z 


Born in Eisenach, March 21, 1685 
Died in Leipzig, July 28, 1750 


VGN TTT TTC ety 


we 


ACH was one of the greatest men 

of genius the world has ever seen. 

He belonged to a family who for six 
generations had furnished Germany with 
musicians, some of whom won fame. At 
theage of ten, he began to study music with 
his brother who was much older than he 
and an organist in a small town. He also 
studied rudiments of music and of his own — 
natural inclination investigated the struc- 
ture of such music as had been composed 
by Frescobaldi and masters of his rank. 
Then he became a choir singer and after 
several years of careful work and valuable 
preference in this line his voice changed i : oN 
and he found employment at Weimar— ( Gus LNA wie 
bec om i n g a me mb er O f th e or ch estra. He Xr De REE PEET BETTHETLAT SRE FIO 
played the violin and in after years showed his fondness for that instrument by writing com- 
plete sonatas for it. He changed positions many times, but at last he became the director of 
St. Thomas School in Leipzig. He was at the same time organist of two churches and engaged 
in voluminous composing. He was connected with this school until his death. He was 
buried in St. John’s churchyard and his unmarked grave was soon forgotten. One hundred 
and fifty years passed, then men of influence in the world of music art engaged to honor the 
man from whom practically all of our modern music art has sprung. After long search his 
grave was found and the remains interred in St. John’s church at Leipzig. 

After Bach’s death many of his compositions were forgotten and many were lost entirely 
and some partly lost. Musicians are today enthusiastic about the matter of restoring as many 
of these works as is possible. Audiences of music lovers are equally enthusiastic to encourage 
every attempt made to honor the great genius. 

Bach was not considered to be an innovator of new ideas but rather a genius who could 
draw from all sources and bring all his ability and skill to bear upon the perfecting of exist- 
ing forms. In doing this he made them appear new. His real sphere was in final exposition of 
the possibilities of polyphonic art. He had not the means at his command to experiment with 
an orchestra and thus never developed full orchestration. 

Bach composed many choral works, the most famous of these is considered to be St. 
Matthew’s Passion. He composed many works for the clavier. These are available for the 
piano. In these short works, as in all Bach’s compositions, there is great coherency. His com- 
position may begin very simply ona central theme or thought; this theme soon involves sub- 
ordinate ones and the whole may develop into a fabric of tonal color by the themes being 
interwoven. As we listen we are almost bewildered by the intricacies that are suggested, 
then the whole fabric resolves and the thought is again stated broadly and simply. 


PRELUDE AND FuGuE1N C-SHarp Major . 68859 ApaGio From F Minor Concerto . . 6330-3 
PRELUDE AND FuGu—EIND Major . » 5650-4 Toccata AND FuGuze1n D Minor . Heng 32-4 
Two-Part Inventions, Nos.1,6and8 . 6392-4 Bourrez in B Minor ; ; ; . 67719 
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Duo-Art Records of Compositions by JOHANN SEBASTIAN BACH 

TITLE PLAYED BY ROLL NO. PRICE 
ADAGIO. See *‘Concerto in F Minor.”’ 
AIR FOR THE G STRING. Accompaniment Roll—Violin. Tran- | 

scription by Wilhelmj : ; CHARLES GILBERT Spross 11338 2.00 
ANDANTE. See ‘‘Organ Prelude in E Minor.” 
AVE MARIA. Transcription by Gounod ; , : ; i . RuporpH Ganz 6070-4 3.00 
AVE MARIA. Accompaniment Roll. SopranoinG . : : ; Erno Rapez 10218-S 2.00 
AVE MARIA. Accompaniment Roll. Violin or Cello in on Maurice Damsois 10518 2.00 
BOURREE IN B MINOR. From ‘Second Violin Sonata.’ pee 

by Saint-Saéns : Rupowrpen Revtrer 67719 225 
BOURREE, AND RONDO, Op. 22. By Hemel Beka Part (oe Taos 

Chamber Music : : ‘ Herzen Norrieet 67498 2.00 
CHACONNE. Transcription by Bacont : : Ferruccio Busoni 6928-5 3.25 
CHORALE PRELUDE IN E MINOR. Transen Peon Sas ; ; ALEXANDER SILoTI 6985-3 2.75 
CONCERTO IN F MINOR. Adagio. Transcription by Cortot . : . ALFRED Cortot 6330-3 2.75 
FRENCH SUITE, No. 6, in E. Allemande; and Courante . s 2 . Harotp SamuEL 70809 Dens 
FRENCH SUITE, No. 6, in E. Sarabande : . 4 : j . Harotp Samuet 70819 2.25 
FUGUES. See ‘‘Preludes’’ and ‘‘Toccata.”’ 
INVENTIONS (Two-Part). Nos.1,6and8  . : 3 . Harorp Baver 6392-4 3.00 
MY HEART EVER FAITHFUL. Transcription by Tagine: : : .  AsHiey Pettis S-30418 2.00 


ORGAN PRELUDE IN E MINOR. Andante. Transcription by Siloti ALEXANDER SILOTI 66329 2.25 
PRELUDE AND FUGUE, FROM WELL-TEMPERED CLAVICHORD— 


No. 3 in C-Sharp Major : 4 : 2 é : . Eruet Lecinsxa 68859 DOS 
No. 5in D Major. : F ; : ; : . Haroxtp Bauer 5650-4 3.00 
SONATA, No. 2 for Violin. See ‘‘Bourree-’ 
TOCCATA AND FUGUE IN D MINOR : ; ; ‘ : IGnaz FrigEDMAN 6732-4 3.00 


WELL-TEMPERED CLAVICHORD, THE. See ‘*Prelude and Fugue.” 


WILHELM FRIEDEMANN BACH—1710-1784 


ORGAN CONCERTO IN D MINOR. Part I. Transcription by von Zadora Marta Carreras 66970 2.50 
ORGAN CONCERTO IN D MINOR. Part II. Transcription by von Zadora Maria Carreras 67190 2.50 


THEKLA BADAREWSKA—1838-1862 
MAIDEN’S PRAYER, THE . : 2 : : : : . Fanny Votzy Rocers 63878 2.00. 


MILY ALEXEIEVITCH BALAKIREFF—1837-1910 
ISLAMEY. Fantaisie Ortentale : : : : ; ’ , Berywt RuBinsTEInN 6537-3 2.75 


MICHAEL WM. BALFE—1808-1870 


BOHEMIAN GIRL, THE. Selections : : 5 : : Erno Rapgzz 64210 2.50 
BOHEMIAN GIRL, THE. Then You'll Rementes Me , . : Henri BercmMan 102975 1.25 
BOHEMIAN GIRL, THE. I Dreamt That I Dwelt in Marble 

Halls. Song Roll with Words : ; : ‘ - Rosert ArmsBrusTER 103115 1.25 


ERNEST R. BALL 
(For Portrait and Biographical Sketch, see Interpreters List) 


CALIFORNIA (My Homeland). Song Roll 5 d , : . Ernest R. Batt 103105 9.25 
IN THE GARDEN OF MY HEART. Song Roll 3 : . Rosert ArmBrusTER 102005 1.25 
LET THE END OF THE WORLD COME TOMORROW. Song Roll, with 

Words. A 2 : : ; : : Ernest R. Batt 103035 1.25 
ELPULE BIT OF HEAVEN, ie } ‘ : ; : : : .  Franx Banta 61207 1.75 
MOTHER MACHREE . : F : , cae : Frank Banta: 611370 
MY HOUR. Song po with Words: ‘ ‘ ; eae : Ernest R. Batt 103075 1.25 
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THE SUNSHINE THAT FILLS MY WORLD. Song Roll, with Words Ernest R. Batt 103165 
WEST OF THE GREAT DIVIDE . d . Henri BercmMan’§ 102755 
WILL YOU LOVE ME IN DECEMBER AS YOU DO IN MAY? .  Rospert ARMBRUSTER 102935 
ALFREDO BARILI 
CRADLE SONG, Op. 18 ; : A : : 5 : : Hucu Hopcson 69007 
JOSEPH BARNB Y—1838-1896 
SWEET AND LOW. And Juanita by Norton-May. Song Roll. : : Erno Rapgz 100707 
BERNARD BARNES 
DAINTY MISS. Novelette ‘ : : : ‘ : ; . Rosert ARMBRUSTER 68956 
EDGAR BARRATT 
CORONACH. “A Highland Lament”’ ‘ : § : . Daisy CuamBers Wootszy S-30646 
JAMES CARROLL BARTLETT—1850 
DREAM, A. Transcription by ies ; ; : : ; Cuar_es GitBert Spross 59697 
DREAM, A. Song Roll ~. : : ' : Fetrxx Arnpt 100455 
DREAM, A. Song Roll, Key Of Bie ‘ 2 ; : : .  Trene Di Giovanni 101165 
HOMER N. BARTLETT—1845-1920 
AEOLIAN MURMURINGS, Op. 123 : : : : : : Joun THompson 57976 
ELDORADO, Op. 14 ; ; ; ; : 5 GENEVIEVE Pitot 66888 
GRANDE POLKA DE CONCERT, Op. ie : GENEVIEVE Pitot 67377 
OH, LORD BE MERCIFUL, Op. 96. Accompaniment Roll—Medium 
Voice in C Major . A : : : : ‘ Liniran SELLER 12006-S 
KAROLYN WELLS BASSETT 
TAKE JOY HOME. Accompaniment Roll—Low Voice inC . Exva Fagera Riper 12476-S 
HAROLD BAUER 
(For Portrait and Biographical Sketch, see Interpreters List) 
BARBERINI’S MINUET. From Eighteenth Century Tunes : Harotp Baver 6820-4 
DOLCE FAR NIENTE (Gondolier’ s Songs of Old Venice), "Bighteenth 
Century Tunes.” No.5 . : HaroitD Bauer 70390 
MOTLEY AND FLOURISH. From Bicbteenth Cenvary Ties : : Harotp Bauer 6873-3 
YE SWEET RETREAT. From Eighteenth Century Tunes . , ; Harotp Baver 6837-4 
MARION BAUER 
WHITE BIRCHES. From ‘‘The New Hampshire Woods,’’ Op.12, No.1 . Joun Powerit 67339 
MRS. H. H. A. BEACH 
AH, LOVE, BUT A DAY, Op. 44, No. 2. Song Roll in F Major CHARLES GILBERT Spross 11225-S 
YEAR’S AT THE SPRING, THE, Op. 44, No. 1. ee oe Roll 
—Mezzo Soprano in B-flat : ; : . Rosert ArMBRusTER 10786-S 
417 
ANDERSON COLES 
LIBRARY 
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Tudwigvan Beethoven 


Born in Bonn, December 16, 1770 
Died in Vienna, March 26, 1827 


EETHOVEN is usually counted as 
one of the supreme musical geniuses 
and by many as the greatest of all. 

He was forty years younger than Haydn 
and fifteen years younger than Mozart. His 
eatly activity came when their sway was 
at its height but in him were the instincts 
of a creator, an idealist and an innovator. 
From his accomplishments we have a new 
era in music composition. He became the 
founder of a new order. His music was not 
to bejusta mere succession of beautiful tones 
butthe warm expressionofthehuman being. 
We must look to himas the inventor ofa 
new musical development which today still 


ES 


J 
| 
4 

L x 


has its effect and influence. = oS nN YAS Ou 
ervey 


. . . i 40 HANH HON MODHHHOHHOOOHONAAAAAAAAAAVARADAAA 
His lifeas a composer is usually divided ‘ as 


into three periods. The first begins, perhaps, in 1792 and is influenced by his study with Haydn. 
Compositions illustrating the Haydn-Mozart influence over Beethoven are: 


MINvuET IN G : : ’ ; 67439 GavoTTEINF Major . : ; 6380-4 

SonaTA, Op. 13 (‘Patuetic’’)— Sonata, Op. 27, No. 2 (Moonticut’’)— 
First Movement A : 5691-4 First Movement 2 : 6101-6 
Second Movement . ; 5703-3 Second Movement. °°. 6102-6 
Third Movement : , 5711-3 Third Movement ; . 6103-8 


The second period, beginning approximately in 1803, extended through twelve years of 
his life. During this time he drew away still farther from conventional forms, leading into 
the purely romantic. 


SonaTA IN C, Op. 53 (Waldstein) First Movement . : 66010 
Sonata, Op. 57 (Appassionata) First Movement : : 6065-5 
Second Movement . ‘ 6080-5 


The third period of his composition extended from about 1815 to his death. In this we 
find his most daring works. These were very severely criticised when first produced but all 
this criticism has been silenced by recognition of their grandeur. . 


Firra Sympnony, C Minor. Complete, 5030-5040-5020-5050 
Sonata, Op. 111—First Movement : : 6672-4 
Second Movement . . 6706-4 


Beethoven's numerous compositions include a great number for the piano—as sonatas, 
concertos, ‘‘variations’’; for orchestra—nine symphonies, overtures; and chamber music; and 
for voice—many settings of folk songs, original songs of great beauty besides choruses, can- 
tatas, several oratorios—‘*The Mount of Olives’’ and the ‘‘Missa Solemnis’’ in D being the 
most imposing—and one well-known opera ‘‘Fidelio,’’ for which he wrote the four famous 
“Leonore”’ overtures. 
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Duo-Art Records of Compositions by LUDWIG VAN BEETHOVEN 
: TITLE PLAYED BY ROLL NO. 
EIGHT VARIATIONS ON THE THEME ‘‘TANDELN UND SCHERZEN”’ Eruet Lecinsxa 6957-4 
GAVOTTE IN F MAJOR. Arranged by Bauer . : ; ; Harotp Bauer 6380-4 
GERMAN DANCE, No. 3. ame oe Isidor Seiss ; : Joun Powett 66800 
MINUET IN G : : ; ; , Eruet Lecinska 67439 
MINUET IN G : : : Daisy Horrman S-31498 
QUARTET IN C MINOR FOR STRINGS. Op. 18, No. 4. Allegro ; Harotp Baver 5060 
ROMANCE IN F, Op. 50. Adagio Cantabile. ANDRE Benoist 12948 
RONDINO. Accompaniment Roll—Violin E-flat. Re pred by roaes WaLTER CHAaRMBuRY 10697 
, RONDO A CAPRICCIO, Op. 129. ae Over the Loss of a Penny, 
Vented in a Caprice’”’ ; : Joser Hormann 6610-4 
RUINS OF ATHENS. See ‘Turkish March.’ 
SONATA IN.G MINOR, Op. 13. ‘Pathetic’. : : : Harorp Bauer 
First Movement: Grave 5691-4 
Second Movement: Adagio Gantabile 5703-3 
Third Movement: Rondo allegro : , , 5711-3 
SONATA IN C MINOR, Op. 13. ‘‘Pathetic.’’ First Movement: Grave; 
Molto Allegro econ brio. . WitHELm Bacnaus 70650 
SONATA QUASI FANTASIA IN C-SHARP MINOR, Op. aT Se 2 
C‘Moonlight’’) Ionacz J. PADEREWSKI 
First Movement and Second Wioveredt 6929-8 
Third Movement 6930-6 
SONATA QUASI FANTASIA IN o SHARP MINOR, Op. 27, No. 2 
C‘Moonlight’’) —. : : Joser HormMaNnn 
First Movement: Waasio sostenuto . ; , . 6101-6 
Second Movement: Allegretto 6102-6 
Third Movement: Presto agitato : : ; : : . 6103-8 
SONATA IN C, Op. 53. ‘“Waldstein.’” First Movement ae ’ .  Joun Powett 66010 
SONATA IN F MINOR, Op. 57, ‘“Appassionata”’. ; : : Harotp Bauer 
First Movement: Allegro Assai ‘ : ; ; : . 6065-5 
Second Movement: Andante con moto; and Third Move- 
ment: Allegro ma non Troppo ; 5 ; . 6080-5 
SONATA IN E-FLAT, Op. 81a : : ; : : Guiomar Novas 
First Movement : : : . 69080 
Second Movement and Third Movement : ; . 6909-3 
SONATA INC MINOR, Op. 111. : : Freperic LAMOND 
First Movement: Pee oeeallcero , . 6672-4 
Second Movement: Arietta—Adagio : : : : : . 6706-4 
SYMPHONY NO. 5 IN C MINOR, Op. 67 ; : : : , ALBERT STOESSEL 6706-4 
First Movement: Allegro con brio : ; : sp) 5030 
Second Movement: Andante con moto 5040 
Third Movement: Allegro (Scherzo); and Firse he af 
Fourth: Allegro ; 5020 
Fourth Movement: Second Part: Dee 5050 
TANDELN UND SCHERZEN. See ‘‘ Eight Variations.” 
TRIO IN C MINOR, Op. 1, No.3 . ; : : , CLARENCE ADLER 
First Movement: Allegro con brio aa: ; , é . 11959 
Second Movement: Andante Cantabile con ereeioul 11968 
Third Movement: Menuetto 12048 
Fourth Movement: Finale : : / : 12059 
TURKISH MARCH. From ‘“‘The Ruins of Wann: Op. 113. Transcrip- 
tion by Anton Rubinstein ; ; JosEF HormMaNN 6327-8 
TURKISH MARCH. From ‘The Ruins of Papen x Op. 113 ' : Harotp Baver 5837-4 
VARIATIONS. See ‘‘Eight Variations on the theme ‘Tandeln und Schergen.’ ”’ 
~. F. BEHREND 
DADDY. Song Roll ae, ‘ : : : , : : ; : Erno Rapgz 100695 
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VINCENZO BELLINI—1801-1835 
“LA NORMA.” Selections. : ; ; : ‘ : ERNo Rapre 64540 
HENRI BEMBERG—1861 
IL NIEGE. From Four French Songs. Accompaniment Roll—Soprano Rosert ArmsBrusTER 12199-S 
NYMPHS AND FAUNS ees et ie A a Roll 
—Soprano in E j ; , . Upa Warprop 10938-S 
FRANZ BENDEL— 1833-1874 | 
AT THE LAKE OF GENEVA, Op. 129, No. 1 ; : : . ALEXANDER LAMBERT .64209 
DORNROSCHEN. See ‘‘The Sleeping Beauty.” 
MOONLIGHT SAIL TO THE LOVER’S ISLE, Op. 134, No. 4 . .  KarwtRacxre 63048 
SLEEPING BEAUTY, THE (Dornréschen), Op. 139, No. 5 CHARLEs G1LBERT Spross 66138 
EARL BENHAM 
WHEN. Song Roll : : F ‘ 4 ; : : . Rospert ARMBRUSTER 102295 
GUSTAV BENKHART 
VAPSE PETITE Op. 156 : ; : : : : : GENEVIEVE Pitor 70466 
LEO BENNETT 
CLOSE TO YOUR HEART (Arabian Love Song). Song Roll. é Oscar Haase 101895 
PERCY BENNETT 
ELFIN DANCE, No. 4. From Mother Goose Suite. : , Percy Bennett S-30387 
G. N. BENSON 
BY THE FIRESIDE (Reverie) : : 5 ; : : Oscar Haase 67096 
EDNA BENTZ 
(For Portrait and Biographical Sketch, see Interpreters List) 
OCOWO. Indian Boat Song. : ; f : , Epna Bentz 60368 
RODOLPHE BERGER 
AMOUREUSE. Valse trés Lente 4 ‘ : : : GENEVIEVE Pitot 66996 
IRVING BERLIN 
ALWAYS. Song Roll. Medium Voice in F : ; : . Ropert ARMBRUSTER 102965 
AT PEACE WITH THE WORLD. Song Roll with Words ; ; Puit Onman’~ 103025 
REMEMBER. Song Roll ' : : : , ; Puit Ouman 102745 
SIR HENRY R. BISHOP—1786-1855 
HOME SWEET HOME. Song Roll ; Ernest ScHELLING 101588 
HOME SWEET HOME. Transcription by Kaafl=sone Roll : : Marcuee Knarry 101125 
GEORGES BIZET—1838-1875 
“L’ ARLESIENNE.”’ Suite No. 1. 
PART 1—PRELUDE; and MINUETTO. Arranged by Grainger. : Percy GRAINGER 524-4 
PART 2 ADAGIETIO; and CARILLON. Arranged by Grainger. Percy GRAINGER 525-4 
“CARMEN.” Aria. Micaela’s Air. Accompaniment Roll . : . RupotpH Ganz 10059-S 
CARMEN. Selections: Prelude; Habanera; Chorus of Street Boys; Dace 
“Tell Me About My Mother’’; Duet, ‘‘I Am Going to Dance 
in Your Honor’’; Toreador cote : Erno Rapge 65080 
CHANSON D’ AVRIL Gane Song). Transcription by Pea tici Haroip Baver 6098-4 
MINUETTO. From ‘“‘L’ Arlésienne,’’ Suite No. 1 : : . P AvuRELIO Giorn1 62370 
J. M. BLACK 
WHEN THE ROLL IS CALLED UP YONDER. Hymn with words . Dion W. Kennepy 102345 
120} 
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MARGOT DE BLANCK 
(For Biographical Sketch, see Interpreters List) 
BARCAROLLE ‘ ¢ ’ : y : ; : . | Marcot pg Biancx 
CUBAN HYMN .. 4 ; ’ : ; ; 2 ‘ . Marcort pve Brancx 
JAMES BLAND 
CARRY ME BACK TO OLD VIRGINIA. Song Roll : ; : , Ferix ARNDT 
CARRY ME BACK TO OLD VIRGINIA. Song Roll ; ; ; ; Erno Raprgg 
WALTER BLAUFUSS 
YOUR EYES HAVE.TOLD ME SO. Song Roll : , ‘ . Rosert ARMBRUSTER 
FELIX MICHAILOVITCH BLUMENFELD—1863 
MOMENT OF DESPAIR, Op. 21, No. 1 % : : ’ : Napia REISENBERG 
LUIGI BOCCHERINI—1743-1805 
MINUET IN A ; ; : , : . : ; ‘ ; Haroip Baver 
ALOYSE BODO 
VATSE, Op. 15, No.2. . ‘ : : : : : ; é ‘ Erno Rapez 
KARL BOHM—1844-1920 
CALM AS THE NIGHT. Song Roll : ; 5 .  Fenx ARNDT 
CALM AS THE NIGHT. Accompaniment RoleAlco in D- flats, ; CoenraaD V. Bos 
GLISSANDO—MAZURKA. Op. 259, No.2. ; : , CHARLES GILBERT SPROSS 
RENE DE BOISDEFFRE—1838-1906 
BY THE BROOK (Au Bord d’un Ruisseau). Op. 52 . : Erno RapgEE 
ALEXANDER PORPH YRIEVICH BORODIN—1834-1887 
AU COUVENT (At the Convent) . 3 . , . : Victor WITTGENSTEIN 
FELIX BOROWSKI—1872 
ADORATION. Accompaniment Roll—Violin . : : ; . Rosert ARMBRUSTER 
PRELUDE IN A-FLAT MAJOR. No.6 . : } 5 ‘ Rupoien REvuTER 
VALSETTE. From ‘“‘Trois Novelettes.’’ No.1 . : : , MotssAyE BoGusLAWwsKI 
SERGEI BORTKIEVICZ—1877 
EDUDE.Op. 15,No.8 . ‘ ; ; Lester DoNAHUE 
ETUDES IN F-SHARP MINOR AND C- SHARP MAJOR , : : Carot Rosinson 
ENRICO BOSSI—1861-1925 
COLUMBINE QUI FLIRTE . : ‘ : : : ‘ . Rosert ARMBRUSTER 
JEANNE BOYD 
AT MORNING. Accompaniment Roll. High Voice, in D Major. Frank LaForcE 
W. B. BRADBUR Y—1816-1868 
HE LEADETH ME. Song Roll—Key of D ; : ; , Ina W. Porson 
GAETANO BRAGA—1829-1907 
ANGELS’ SERENADE . d : ; : : f , 3 Henri BERGMAN 
MAY H. BRAHE 
I PASSED BY YOUR WINDOW. Accompaniment Roll. E-flat . ; Frank LaForce 
_ I PASSED BY YOUR WINDOW. From “‘Song Pictures.’’ Song Roll . Henri BERGMAN 


421% 


100155 
101045 


102815 


67839 


5889-4 


61938 


100115 
11218-S 
66206 


66126 


61708 


10917 
70268 
66638 


61949 
68890 


66027 


12848-S 


100625 


67236 


12808-S 
103135 


25 
2.00 
1.50 


1.50 
2.00 


li 
2.00 
2.00 


2225 
2.50 


Ta 
2.00 
125 
1.50 


2.00 
125 


DUO-ART PIANO MUSIC 


-@S(0)* 


eS eM 


Johannes Brahms 


Born in Hamburg, May 7, 1833 
Died in Vienna, April 3, 1897 


RAHMS is classed with Bach and 
Beethoven, not only as one of the 
three great musical “‘B’s’’, but ‘as 
one who has vital kinship with such great 
and earlier masters as these. To this trio we 
oftenadd thename of Schumann—fourcom- 
posers of rare creative gifts, extremely in- 
dividual—and original. 
To appreciate the music of Brahms is 
to appreciate to a degree the music of a 
classicist, such as Bach, and the romantic 
source of such daring innovations as given 
by Stravinsky and Ravel. Brahms had the 
faculty to anticipate new possibilities in 
music. 
He revealed many of these new pos- 
sibilities of the old classic forms by employ- 
ing old modes and revivified old forms, as is shown in such records as: 


VARIATIONS ON A THEME OF PAGANINI 6813-4 Watrzzs, Op. 39, Nos. 2 and 15 : S-31239 
Wattzzs, Op. 39, Nos. 2, 4, 12, 15, 16, 20 6860-4 Gavorrsz, Gluck-Brahms : 5 6476-3 
Other short piano compositions show his originality and individuality as a composer. 
Capriccio IN B Minor, Op. 76, No. 2 65969 Ruapsopy in E-Frat : f : 67050 
INTERMEZZO IN B-Frat Minor, Op. 117 Ruapsopy In B Minor. ; ; 6744-4 
No. 2 ‘ : é 6559-3 Crapie Sone, Or. 49, No. 4 . ; 67180 
His very popular Hungarian Dances are represented by:- 
HuncariAn Dance No. 5 : : 5814-4 Huncarian Dance No. 1 ; = 10828 
HuNnGaARIAN Dance No. 6 ; : 10978 Huncarian Dance No. 8 ; : 5668-5 


His orchestral works are usually strong in thematic development. 


Duo-Art Records of Compositions by JOHANNES BRAHMS 


TITLE PLAYED BY ROLL NO. PRICE. 
BALLADE IN D MINOR. Op. 10, No. 1 : ; : . ; Lester DonanveE 59319 2.25 
CAPRICCIO IN B MINOR. Op. 76, No. 2 ; : : : . ArtTHUR RuBINSTEIN 65969 2.25 
CRADLE SONG (Wiegenlied). Op. 49, No. 4 . ‘ Percy ALDRIDGE GRAINGER 67180 2.50 
CRADLE SONG. Transcription by Keller : : ; ; Jutius SCHENDEL 65657  ~=1.75 
GAVOTTE IN A MAJOR. Transcription from Gluck ; Guiomar Novarts 6476-3 2.75 
THE GIPSIES. Soprano and Alto Duet, in C. Accompaniment Roll Exva Fartu Riper 12918-S 2.00 
HUNGARIAN DANCE. No. 1 in G Minor. rae Roll for . 

Two Pianos. First Piano Part . : : : : Maurice Damsois 10828 2.00 
HUNGARIAN DANCE. No. 5 in F-sharp Minor Haroip Baver 5814-4 3.00 
HUNGARIAN DANCE. No. 5 in F-sharp Minor. ACeraiment Roll 

for (One) Piano Duet. First Piano Part. : : : Harotp Baver 10500 2.50 
HUNGARIAN DANCE. No. 6in D Major... Haroup Baver 5947-4 3.00 
HUNGARIAN DANCE. No. 6 in D Major. Accompaniment Roll for 

Two Pianos. First Piano Part . : : ; ; ; Maurice Damsors 10978 2.00 
HUNGARIAN DANCE. No. 8in A Minor i é , Haroxtp Baver 5668-5 3.25 
INTERMEZZO. Op. 117, No. 1 in E-flat Major . : : : Ruporpew Reuter 61308 2.00 
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INTERMEZZO. Op. 117, No. 2 in B-flat Minor : ; ‘ : Haroxtp Baver 6559-3 
INTERMEZZO. Op. 118, No.2 in A Major. : 7 : . ARTHUR RUBINSTEIN 6971-3 
INTERMEZZO. Op. 119, No.3 in C Major. : ; ; ; ; Myra Hess 69119 
RHAPSODY. Op. 79, No. 1in B Minor . > : : 4 . ARTHUR RUBINSTEIN 6744-4 
“ RHAPSODY. Op. 79, No. 2 in G Minor . : ; ; P : Otiver Denton 6893-3 
RHAPSODY. Op. 79, No. 4 in E-flat , ; , : Myra Hess 67050 
SAPPHIC ODE. Accompaniment Roll. Mezzo- Rheainag in F : CornraaD V. Bos 10558-S 
SONATA IN A MAJOR. Op. 100. Accompaniment for Violin— 
First Movement: Allegro amabile . : 4 é Francis Moore 11928 
Second Movement: Andante tranquillo Beka Francis Moorz 11938 
Third Movement: Allegro grazioso Francis Moore 11948 
VAIN SUIT, THE (Vergebliches Standchen). Op. 84, Nae 4. Aecont: 
paniment Roll. Medium Voice in G : : : : ComnraaD V. Bos 11318-S 
VARIATIONS ON A THEME OF PAGANINI : } ; : WiLi1aAM Bacuaus 6813-4 
VERGEBLICHES STANDCHEN. See ‘‘The Vain Suit.’ 
WALTZES. Op. 39, Nos. 2, 4, 12, 15, 16 and 20 : ; : ; , Una Bourne 6860-4 
WALTZES. Op. 39, Nos. 2 and 15 . : ‘ ‘ : : : Davip Campsett S-31239 
WALTZES. Op. 39, No.15 . : ; : : : : ; ALEXANDER RaaB 56428 
WIEGENLIED. See ‘‘Cradle Song.” 
FREDERIC BRANDEIS—1835-1899 
SPRINGTIME ; é 4 5 A , : : , : Haroxtp Henry 65388 
LOUIS BRASSIN— 1840-1884 
AU CLAIR DE LA LUNE (By Moonlight). Nocturne, Op. 17 . . ALEXANDER LAMBERT 65528 
BY MOONLIGHT. See *‘Au Clair de la Lune.”’ 
JOHN W. BRATTON 
I LOVE YOU IN THE SAME OLD WAY, DARLING SUE. Song Roll ; Oscar Haase 101535 
LACES AND GRACES . ; : : : ; ? ; : : Ferix ARNDT 58106 
JOSEPH CARL BREIL 
SONG OF THE SOUL. From “‘The Climax.’’ Song Roll . , , GENEVIEVE Piror 102915 
FRANK BRIDGE 
LOVE WENT A-RIDING. Accompaniment Roll. High Voice . . Roxsert ARMBRUSTER 12166-S 
MAX BRUCH—1838-1920 
KOL NIDREI. Op. 4. Transcription by Reiman : , : CLARENCE ADLER 59429 
KOL NIDREI. Op. 47. Accompaniment Roll. Violin or Cale 3 ; Maurice Damsors 10258 
OLE BULL—1810-1880 
MELODIE IN D. Shepherd Lassie’s Sunday ia . ‘ é Cuarxes GILBERT Spross 63618 
FREDERIC FIELD BULLARD— 1864-1904 
STEIN SONG. When Good Fellows Get Together. Song Roll. ‘ : Ferix ARNDT 100065 
STEIN SONG. When Good Fellows Get Together. Accompaniment 
Roll. High Voice inC . . Ropert ARMBRUSTER 12325-S 
STEIN SONG. When Good Fellows Get Rogeiher, eceinpeee 
Roll. Medium Voice in A ‘ ; ; ; s . Rosert ARMBRUSTER 12335-S 
J. BURGMEIN (GIULIO RICORDI)—1840-1912 
PIERROT’S AND PIERRETTE’S STORY. (Piano Duet)—Pierrot’s Harotp Bauer and 
_ Serenade; Love Duet; Marriage Ball; Wedding March : Myra Hess 7069-4 
VENETIAN CARNIVAL. Florinda, Columbine. Piano Duet: First and 
Second Piano Parts _ : : ' 5 ‘ . Rosert ARMBRUSTER 69058 
CECIL BURLEIGH 
SNOWBIRDS. Op. 26, No.3 . : ; ; f ‘ : ‘ James Reistrup $-31269 
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H. T. BURLEIGH 


‘(DEEP RIVER”’ (Key F) and “‘OH, DIDN’T IT RAIN”’ ces G). Ac- 
companiment Roll : 5 . Rospert ARMBRUSTER 
OH, DIDN’T IT RAIN. See “Deep Réver.”’ 
“SWING LOW, SWEET CHARIOT” (A-flat) and ‘‘DE OL’ ARK’S 
A-MOVERIN’ ”’ (D-flat). By Guion. Accompaniment Roll Roserr ARMBRUSTER 


WILLY BURMESTER—1869 
GAVOTTE. Op. 50, No. 5. Transcription by Sinding. Piano Part. 
Chamber Music. And *‘*MENUETTO.”’ Op. 14, No. 2. By 
Borresen : ; : : : : : ‘ : HeLen Norreet 
BUZZI-PECCIA 
GLORIA. Hymn. Accompaniment Roll in B-flat : : : , Exva Fartu Riper 


CHARLES WAKEFIELD CADMAN 
(For Portrait and Biographical Sketch, see Interpreters List) 


AT DAWNING _. ; ‘ ; : Cuarites WAKEFIELD CADMAN 
AT DAWNING. Song Roll : ; ; Cuarites WAKEFIELD CADMAN 
AT DAWNING. Accompaniment Roll. Sopenen in G flat CHARLES WAKEFIELD CADMAN 
DREAM TRYST. Song Roll. : ; : CuarLes WAKEFIELD CADMAN 
FROM THE LAND OF THE SKY-BLUE WATER. : . CHartes WAKEFIELD CADMAN 


HEART OF HER, THE. Accompaniment Roll. Soprano in F Crarres WAKEFIELD CADMAN 
HOLLYWOOD SUITE. See ‘‘To a Comedian’’ and ‘‘ June on the Boulevard.” 


I HEAR A THRUSH AT EVE. Song Roll : ; : CuarLes WAKEFIELD CADMAN 
JUNE ON THE BOULEVARD. Op. 80, No. 1. From 
‘Hollywood Suite’’ : ; : CuarLes WAKEFIELD CADMAN 
LOVE LIKE THE DAWN CAME STEALING : j CuaRLes WAKEFIELD CADMAN 
LOVE SONG. Op. 40. : CuarLes WAKEFIELD CADMAN 
MOON DROPS LOW, THE. Nccompaninene Roll. Mezzo- 
Soprano in A Minor : ‘ Cares GILBERT Spross 
MOON DROPS LOW, THE. *“‘Concert Musie at whe Hotel Commodore Ropert ARMBRUSTER 
MY DESIRE. Op. 84, No. 2. Song Roll. : : ; ’ : Henri BERGMAN 
NIGHT SONG. From ‘‘Thunderbird Suite’. , : Cuartes WAKEFIELD CADMAN 


ROBIN WOMAN, THE. See ‘‘Shanewis.’’ 
SHANEWIS (The Robin Woman). Prelude and Lionel’s 


Narrative 5 : é CuarLes WAKEFIELD CADMAN 
SHANEWIS. Spring Song. Atepmpantiere Roll ; : Cartes WAKEFIELD CADMAN 
SONATA IN A MAJOR. Op. 58. Second Movement: Andante 

con desiderio ; é ° : CuarLtes WAKEFIELD CADMAN 
TO A COMEDIAN. From ‘ ‘Hollywood Suite” ; ; CHar.es WAKEFIELD CADMAN 

DI CAPUA 
O SOLE MIO. Song Roll. And Largo ‘‘HOPE THOU IN THE LORD.”’ 

By Handel») = : : ; : . Georce H. GartTLan 

O SOLE MIO (My Sunshine). Song Roll. ist : Fo ‘ ‘ ‘ ELena DE Marco 
HENRY CARE Y—1685-1743 

AMERICA. Song Roll. : , , : Rupo.pex Ganz 

AMERICA and STAR SPANGLED BANNER. By Smith : . . Georce H. Gartian 


JOHN ALDEN CARPENTER 
(For Portrait and Biographical Sketch, see Interpreters List) 


LITTLE NIGGER , i : : : ‘ ; : : Lester DoNAHUE 
TANGO AMERICAINE : : ; ; ‘ ; : JoHN ALDEN CARPENTER 


TERESA CARRENO 
(For Portrait and Biographical Sketch, see Interpreters List) 
MI TERESITA : : d ' ; , : , : : Teresa CARRENO 
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IVAN CARYLL 
WALTZ MEDLEY. My Beautiful Lady. From ‘“‘The Pink Lady’’. Roserr ARMBRUSTER 


ALFREDO CASELLA 
(For Portrait and Biographical Sketch, see Interpreters List) 


BARCAROLA : : ; : : d ; : ALFREDO CASELLA 
BERCEUSE . : ALFREDO CAsELLA 
PUPAZETTI Ge eacutes). (1) Marcie: (2) Bareces @) Serenata: 

(4) Notturnino; and (5) Polka ; : ; : ALFREDO CasELLA 

IGNACIO CERVANTES 
DANZAS. Nos. 1 and 2. First Collection . : : : , : Jose EcHaniz 
DANZA. No. 2. Improvisada : ; é : . Marcor pe BLancx 
DANZA. No. 5. ‘‘No Horas Mas!”’ ; : ; ; ; . Marcor pe Brancx 
PORQUE, EH? Cuban Dance, No. 2 : : : : : ; 5 Frora Mora 
HANS A. CESEK 
VALSE GAPRICE . = : : j - ‘ : ; ‘ ; Epna Bentz 
EMMANUEL CHABRIER—1841-1894 

ALBUM LEAF (Feuillet d’Album) : : ALFRED CorToT 
ESPANA (Rhapsody). For Two Pianos. Key ae Bs Perompaniiment 

Roll s ; : 3 ; : “ : Paquira MapRIGUERA 
IDYLLE. Piéce Pittoresque, ie a: ‘ : : : : : ALFRED CorToT 


CECILE CHAMINADE 
(For Portrait and Biographical Sketch, see Interpreters List) 


TATR DEBALLET. Op. 30,No,1 ~. CLARENCE ADLER 
AIR DE BALLET. Op. 37, No. 2. Pas des ienphores Dance of the 
Amphoras) . : : : Cuarves GILBERT SPROsS 

AIR DE BALLET. Op. 37, No. 3: ce Dene P : ; Cares GILBERT SpRoss 
AIR DE BALLET. Op. 41. Pierrette : : : : ; Harotp Baver 
AIR DE BALLET. Op. 41. Pierrette : é : : : CoznraaD V. Bos 
AUTUMN. Op. 35, No. 2 : : : 2 4 é : : CLARENCE ADLER 
CAPRICE ESPAGNOLE. See ‘‘La Morena.”’ 

DANSE CREOLE. Op. 94 : ‘ . Carotyn Cone BaLpwin 
ECRIN (Gems). High Voice, in C. Veeoe ponimient Roll .  DawimMeyer RussELi 
ELEVATION. Op. 76, No. 2. Romance sans Paroles : : : CLARENCE ADLER 
FAUNS, THE (Les Sylvains) . ; : : : : : Ernesto BERUMEN 
FLATTERER, THE (La Lisonj crak ; ; ; : : : CHARLES GILBERT SPROSS 
GUITARE (Caprice). Op. 32 . ; : : ; : : é CrciLE CHAMINADE 
LISONJERA, LA. See ‘‘The Flatterer.’’ 

MORENA, LA (The Brunette). Caprice Lee oe 67 Paquita MapriGuERA 
L’ONDINE. Op. 101 ‘ : : RupotpH GANnz 


PAS DES AMPHORES. See *' Air de Ballet, Op. on No. he 
PIERRETTE. See ‘Air de Ballet, Op. 41.” 

SCARF DANCE. See ‘Air de Ballet, Op. 37, No. 3.” 

SYLVAINS, LES. See ‘‘The Fauns.”’ 

VALSE CARNAVALESQUE. Op. 73. ue Roll for Two 


Pianos. First Piano Part F : F : , RupotpH Ganz 


GUSTAVE CHARPENTIER—1860 
**LOUISE.”’ E’er Since the Day When Unto Thee I Gave Me. Accom- 


paniment Roll. Soprano in G. Word Roll : : i CorenraaD V. Bos 
THURLAND CHATTAWAY 
MANDY LEE. Song Roll 5 ; ; i : : Oscar Haase 
SHURA CHERKASSKY 
(For Portrait and ees Sketch, see Cet aed List) 


PRELUDE PATHETIQUE ; : : .  SHuRA CHERKASSKY 
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Frederic Francots 


Chopin 


Born in Zelazowa-Wola, Poland, March 1, 1809 
Died in Paris, October 17, 1849 


HOPIN was one of the first four 

great composers—Schubert, Schu- 

mann, Mendelssohn and Chopin— 
to give importance to short musical com- 
positions. He 1s the first composer of world 
renown to confine his efforts closely to 
piano composition. Many of his works 
for that instrument, however, are now 
arranged for violin, ‘cello and other solo 
instruments. 

Chopin has been called “‘the Poet of 
the Piano,’’ and rightly, for he thoroughly 
understood the resources and limitations 
of this instrument. His Berceuse, Noc- 
turnes, Preludes and Impromptus are finest 
examples of ‘‘tone forms.” 


Nocturne IN E Minor, Op. 72, No. 1 6675-4 Preztupz 1N D-Frat, Op. 28, No. 15 . 65740 
Nocrurne in E-Frat, Op. 9, No. 2 5771-3 Pretupzs, Op. 28, Nos. 1, 4, 10, 21, 24 6sitea 
Nocrurne IN D-Frat, Op. 27, No. 2 6573-4 Burceusz, Op.57 . : / : 6238-4 
FaNnTalIsIE-I[MPROMPTU, Op. 66 : . 6058-4 


Many of his works are idealized dance forms. For these he received his inspiration.from 
the national dances of Poland, his native land—so to a certain degree, they are nation- 
alistic in color. 

PotonalsE IN A-Fuat, Op. 53 ; 6550-5 Mazurka 1n A-Frat, Op. 24, No. 4 6566-7 


PotonalsE IN A Major, Op. 40, No. 1 6140-0 Mazurka in D Major, Op, 333 No. 2 6482-3 
Mazurka In A Minor, Op. 17, No. 4 6809-7 


His waltzes should be considered as poetic descriptions of dance episodes. They are all 
similar in structure—episodic—and suggestive of scenes in a ball-room rather than music 
for dancing. 


Vatsz In A-Friat, Op. 34, No. 1 : » 6551-8 Vatszs In A-FLat Major, in two rhythms 6618-6 
VatsE IN E Minor 5 3 3 67079 


His ‘*Ballades”’ are remarkable for their suggestion of story or legend. They are fine examples 
of the purely romantic in music literature. 


BatiLaDE IN G Minor, Op. 23 5 5793-4 BatutaDE IN A-Fuat, Op. 47. 3 6832-8 
BaLuabDE IN F Minor, Op. 52 se 6556-4 


The sonatas are less personal than any other music by this composer, they show less of 
the nationalistic tendency, as well as less of the episodic. 


Sonata IN B-Frat Minor ; 6239-6, 6258-6 Sonata In B Minor, Op. 58 
(Contains the Funeral March) 6272-6 5854-4, 5862-3, 5874-4, 5877-4 
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Duo-Art Records of Compositions by FREDERIC FRANCOIS CHOPIN 


TITLE 


ANDANTE SPIANATO AND POLONAISE “3 E-flat es nif 22 


BALLADE in G Minor, Op 23 
BALLADE in A-flat, Op. 47 
BALLADE in A-flat, Op. 47 
BALLADE in F Minor, Op. 52 
‘BARCAROLLE IN F-SHARP. Op. 60 
BERCEUSE. Op. 57 
BERCEUSE. Op. 57 
CONCERT ALLEGRO IN A MAJOR, Op. 46 
CONCERTO IN E MINOR. Op. 11: 
First Movement: Allegro maestoso. Part I 
First Movement: Allegro maestoso. Part II 
Second Movement: Romanza (Larghetto) 
Third Movement: Rondo (Vivace) 
CONCERTO, Op. 11: 
Second Movement: Romanza (Larghetto) 
ETUDE. Op. 10, No. 1 in € Major . 
ETUDE. Op. 10, No. 3 in E Major . 
ETUDES Op: 10, No..3 in E-Major . 
ETUDE. Op. 10, No. 8in F Major . 
ETUDE. Op. 10, No. 12 in C Minor CRecalucionaey Beads) 
ETUDE. Op. 10, No. 12 in C Minor (Revolutionary Etude) 
ETUDE. Op. 25, No. 1 in A-flat : “ ‘ : 
ETUDE. Op. 25, No. 2in F Minor . 


PLAYED BY 


ALFRED CortTotT 
Lzeopotp Gopowsky 


. Ignace J. PADEREWSKI 


ArtTHUR RUBINSTEIN 
IGnAzZ FRIEDMAN 
ARTHUR RUBINSTEIN 
Guimar Novaes 

. Joser Hormann 
Maria Carreras 


JoseF HormMann 
Joser Hormann 
Joser Hofmann 
Joser Hormann 


Witi1amM Bacuaus 
MicHaget ZADORA 
ALFRED CorToT 
HERBERT FRYER 
Ossip GABRILOWITSCH 
Harortp BAauER 

Entry Ney 

Cari FRIEDBERG 
Ossie GABRILOWITSCH 


ETUDE. Op. 25, No. 2. Transcription by Prabins (For Tae Pianos) Rosz anp Ortiziz SuTRo 


ETUDE. Op. 25, No. 5 in E Minor 

ETUDE. Op. 25, No. 6 in A Minor 

ETUDE. Op. 25, No. 8 in D-flat 

ETUDE. Op. 25, No. 9 in G-flat (Butterfly Etude) 


ETUDE. Op. 25, No. 9 (Butterfly), and Op. 10, No. 5 (Black ete in 


ETUDE. Op. 25, No. 9 CBattefiy), ina Op. 10, No. 5 (Black Key), in 


G-flat 
ETUDE. Op. 25, No. 11 in A Mae winter Wind) 
ETUDE. Op. 25, No. 11 in A Minor (Winter Wind) 
ETUDE IN F MINOR (No. 1 of ‘‘Three New Studies’’) 
ETUDE. In A-flat. Posthumous : J : 
FANTAISIE IN F MINOR. Op. 49 . : 
FANTAISIE-IMPROMPTU, in C-sharp Minor, Op: 66 
FANTAISIE-IMPROMPTU, IN C-SHARP MINOR, Op. 66 
IMPROMPTU IN A-FLAT. Op. 29 : 
MAIDEN’S WISH, THE. Op. 74, No. 1. Tene iprion by Tee. 
MAIDEN’S WISH, THE. Op. 74, No. 1. Transcription - Liszt 
MAZURKA. Op. 6, No. 2 in C-sharp Minor ; : 
MAZURKA. Op. 17, No. 4in A Minor . | 
MAZURKA. Op. 17, No. 4 in A Minor 
MAZURKA. Op. 24, No. 4 in B-flat Minor 
MAZURKA. Op. 33, No. 2 in D Major 
MAZURKA. Op. 33, No. 2 in D Major 
MAZURKA. Op. 59, No. 3 in F-sharp Minor 
MY JOY (Meine Freuden). Op. 74, No. 12 
MY JOY (Meine Freuden). Op. 74, No. 12 
NOCTURNE, in E-flat, Op. 9, No. 2 
NOCTURNE. Op. 9, No. 2 in E-flat 


{or 


Rosita RENARD 
IRENE SCHARRER 
ALFRED CorTOT 
Ionace J. PapEREWsKI 


ALFRED CortToT 


Guiomar Novags 
ALFRED CorTOT 
IRENE SCHARRER 
GitTA GRADOVA 


Percy ALDRIDGE GRAINGER 


Haroip Baver 
Haroip BAvER 

Ossie GABRILOWITSCH 
IGnaz FrigpMAN 
Ionace J. PaDEREWSKI 
ALFRED CortTotT 
Frora Mora 

Icnace J. PADEREWSKI 
Cari FRIEDBERG 
IGnace J. PapEREWsKI 
Harortp Bauer 
Rupo.e“ Ganz 

‘, Rosrra Renarp 
IGnace J. PADEREWSKI 
Rupo.pen Ganz 
Eruet Lecinska 
Leorotp Gopowsky 


ROLL NO. 


6365-6 
5793-4 
6832-8 
6252-4 
6556-4 
6542-3 
6238-4 
7066-4 
70560 


6915-6 
69168 

6917-4 
6918-6 


6848-4 
55210 
6524-4 
55758 
6414-4 
5627-4 
6582C 
56950 
6349-4 
62650 
60410 
67628 
67409 
6097-6 


6593-4 


6453-4 
6606-3 
66529 
68650 
6548-3 
6266-6 
6058-4 
7074-4 
6481-4 
6594-8 
6478-4 
64357 
6809-7 
58179 
6566-7 
6482-3 
57198 
61460 
6567-8 
6087-4 
70750 
5771-3 


~2se)+ 


NOCTURNE. 
NOCTURNE. 
NOCTURNE. 
NOCTURNE. 
NOCTURNE. 
NOCTURNE. 
NOCTURNE. 
NOCTURNE. 
NOCTURNE. 
NOCTURNE. 
NOCTURNE. 
NOCTURNE. 
NE. 


NOCTU 


R 
NOCTURNE. 
NOCTURNE. 
R 
R 


NOCTURNE. 
NOCTURNE. 
NOCTURNE, 
POLONAISE. 


POLONAISE. 
POLONAISE. 
POLONAISE. 
POLONAISE. 
POLONAISE. 
POLONAISE. 
POLONAISE. 
Op. 
Op. 
Op. 
Op. 
Op. 
Op. 
Op. 
Op. 
Op. 
Op. 


PRELUDE. 
PRELUDE. 
PRELUDE. 
PRELUDE. 
PRELUDE. 
PRELUDE. 
PRELUDE. 
PRELUDE. 
PRELUDE. 

PRELUDE. 


Op. 
Op. 
Op. 
Op. 
Op. 
Op. 
Op. 
Op. 
Op. 
Op. 
Op. 
Op. 
Op. 
Op. 
Op. 
Op. 
Op. 
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9, No. 3 in B Major 


15-:Nos 
15, No. 


15, No. 
15, No. 
27, No. 

27, No. 


27, No. 
32, No. 
32, No. 
37, No. 
SieNoz 
37, No. 
SW ING. 
48, No. 


62, No. 
Pd INGE 


2 in F-sharp 

2 in F-sharp 

2 in F-sharp 

2 in F-sharp : 
1 in C-sharp Mince 
2 in D-flat 

2 in D-flat 

1 in B Major 

2 in A-flat ; 

1 in G Minor 

2 in G Major 

2 in G Major 

2 in G Major 
linC Minor . 
lin B Major . 

1 in E Minor 


in C-sharp Minor (ostinmeeya 


Op. 
Op. 
Op. 
Op. 
Op. 
Op. 
Op. 
Op. 
28, No. 
28, No. 
28, No. 
28, No. 
28, No. 
28, No. 
28, No. 
28, No. 
28, No. 
28, No. 2 


26, No. 
26, No. 
40, No. 
40, No. 


1 in C-sharp Minor 

2 in E-flat Minor 

1 in A Major C‘Military’ ) 
lin A Major C teaser" 2 


44 in F-sharp Minor 
53 in A-flat C‘‘Heroic’’) 
53 in A-flat (‘Heroic™) 


71, No. 


2 in B-flat 


1 in C Major and No. 2 in A ines 
1 in C Major and No. 23 in F Major 
7 in A Major and No. 20 in C Minor 
8 in F-sharp Minor and No. 3 in G Major 
15 in D-flat C‘Raindrop’’) : 
15 in D-flat (‘Raindrop’) 
15 in D-flat (‘Raindrop’) 
16 in B-flat Minor 
21 in B-flat Major (Cantabile) 
23 in F Major 
PRELUDES. Op. 28, Nos. 1, 4, 10, 21 and 24 in C, E Mier G: -sharp 


Minor, B-flat and D Minor 


ROMANCE (Romanza). See 


“Concerto in E Minor’ 


SCHERZO. Op. 20 in B Minor 
SCHERZO. Op. 20 in B Minor 
SCHERZO. Op. 31 in B-flat Minor . 
SCHERZO. Op. 39 in C-sharp Minor 
SCHERZO. Op. 39 in C-sharp Minor 


SONATA IN B-FLAT MINOR. Op. 35: 
First Movement: Grave . 
Second Movement: Scherzo 
Third Movement: Marche Funébre red Beat Mien 
Presto 


SONATA IN B MINOR. Op. 58: 
First Movement: Allegro maestoso 
Second Movement: Scherzo 
Third Movement: Largo 
Fourth Movement: Finale 


TARANTELLE IN A-FLAT MAJOR. Op. 43 


VALSE. Op. 34, No. 1 in A-flat 


Pie 


Rosita RENARD 
Haroip Bauer 
ERNEST SCHELLING 
ARTHUR RUBINSTEIN 
Gutomar Novags 
VLADIMIR DE PACHMANN 
JosEF HormMaNN 
Rosrra RENARD 

Daisy HorrMan 
Rupoiew Ganz 
IGNaz FRIEDMAN 
IGnace J. PADEREWSKI 
Ernest SCHELLING 
KATHARINE GOODSON 
Haroxip Bauer 

IGNAz FRIEDMAN 
VLADIMIR DE PACHMANN 
Napa REISENBERG 
Harortp Bauer 
Harortp Bauer 
IGnace J. PADEREWSKI 
JosEF HormMaNnN 
ARTHUR RUBINSTEIN 
Joser HorMaNN 
ERNEsT SCHELLING 
IGNAz FRIEDMAN 
Ferruccio Busoni 
WINIFRED Byrp 
ALEXANDER LAMBERT 
ARTHUR FRIEDHEIM 
ALFRED CortToT 
Gur1omar Novazs 
ALEXANDER LAMBERT 
ELLEN BALLON 
CAROLYN BEEBE 
ARTHUR SHATTUCK 


ARTHUR RUBINSTEIN 


Joser HormaNN 

Joun Powe i 
Joser Hormann 
Harotp Bauer 
Rupo.ex Ganz 


Joser Hormann 
JosEF HorMANN 


Joser Hormann 


Harotp BAver 
Harorp Baver 
Haroitp Bauer 
Harorp Baver 


MAGDELEINE BRARD 


IGnace J. PADEREWSKI 


COMPOSERS LIST 


ies 
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VALSE. Op. 34, No. 1 in A-flat : 5 d f : ; Joser Hormann 7085-4 
VALSE. Op. 34, No. 1 in A-flat : : 5 : ; : . Katrsartne Goopson 5577-4 
VALSE. Op. 34, No. 2in A Minor . : ; : : ; : Mirya Nixiscw 66590 
VALSE. Op. 34, No. 2in A Minor . : , q 3 ‘ MorssaYE BoGustawski1 S-30288 
VALSE. Op. 42 in A-flat : : ; : : : : IGnace J. PapEREWsKI 6618-6 
VALSE. Op. 42 in A-flat : : : ; , F : 3 Joser Hormann 6401-6 
VALSE. Op. 42 in A-flat : : ; ; : : : : Haroip Bauer 5635-6 
VALSE. Op. 42 in A-flat : ; : : : : : ; Aucusta CoTtTLow 63599 
VALSE. Op. 64, No. 1 in D-flat : : ; , i : ‘ Harotp Baver 6328-6 
VALSE. Op. 64, No. 1 in D-flat : : : : 4 ; : Ionaz FrrepMAN 67220 
VALSE. Op. 64, No. 1 in D-flat ; ; ; : ; y : Ants Futernan S-30508 
VALSE. Op. 64, No. 2 in C-sharp Minor : : ‘ ; ; Joser HormMann 6073-8 
VALSE. Op. 64, No. 3 in A-flat 3 : : 2 ( : : Rosrra RenNaRD 68909 
VALSE. Op. 69, No. 2in F Minor . é ‘ : : , 3 Anis FuLerHan S-31288 
VALSE. Op. 70 in G-flat ‘ : : ; ‘ E A : Maria Carreras 69129 
VALSE. In E Minor (Posthumous) : : 3 : : Ossrp GABRILOWITSCH 6273-4 
VALSE. In E Minor (Posthumous) : . : : , : Eruet Lecinska 67079 
H. CHRISTINE 
FRENCH SONGS. ‘‘Le Long du Missouri’ and ‘‘Je Sais que Vous Etes 
‘ Jolie”’ : : , : ; : : ; Con Conrad 60387 
FRANK CLARK 
IMPROVISATION AND ANNIE LAURIE : ; . : ’ Frank CrarKx S-31428 
R. CONINGSBY CLARKE 
BLIND PLOUGHMAN, THE. Accompaniment Roll. Low Voice, in C Rosert ArMBrusTER 12886-S 
FREDERIC CLA Y—1840-1889 
I'LL SING THEE SONGS OF ARABY . : : : : : ELeANor SHaw  10487-S 
LOUIS ADOLPHE COERNE—1870-1922 
**BELLS OF BEAUJOLAIS, THE.’’ Op. 170, No. 12. Entracte. Piano 
Part—Orchestral Series . ; 3 : : : ‘ ARTHUR SHEPHERD 67908 
SAMUEL COLERIDGE-TA YLOR— 1875-1912 
_ VIKING SONG. Accompaniment Roll. Male Voices in G*. : CHARLES GILBERT SpRoss 10388-S 
EDWARD COLLINS 
VALSE ELEGANTE. Op. 18, No. 2 : : ; é : MoissayE BoGustawski 66397 
ZEZ CONFREY 
IMPROMPTU AND ROMANZA .. : : : q , j Davip Prsetsky 69019 
PIERRE CONNOR 
FAR GREEN HILLS OF HOME, THE. Song Roll . : 5 : Prerre Connor 102525 
MY GARDEN OF MEMORY. Song Roll in C ; P : ; Prerre Connor’ 102435 
JAMES FRANCIS COOKE 
(For Biographical Sketch, see Interpreters List) 
NILE NIGHT. Song Roll ‘ : : : ! ; -, James Francis Cooke 102055 
OL’ CAR’LINA. Song Roll. : ; 4 : 3 : James Francis Cooke 101975 
SEA GARDENS § ‘ James Francis Cooke 70556 


*Orxo-- 


3.00 
3.00 
2.50 
2.00 
3.50 
3.50 
3.90 
Ze2S 
3.50 
aps ®) 
2.00 
4.00 
2e25 
2.00 
25 
3.00 
2.25 
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2.00 


1.75 


2.25 
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E. PASTON COOPER 
I LOVE YOU SO. Song Roll . : : : : ‘ ‘ WituraM E. KnicutTrey 


CORELLI-SPALDING 
LA FOLIA. Violin Accompaniment : ; : : ; ANDRE Benotst 


SIR FREDERIC H. COWEN—1852 
BORDER BALLAD. Accompaniment Roll. Low Voice in A-Minor . . Upa Waxprop 


OCTAVE CREMIEUX 
LOVE’S LAST WORD . , : : ; : ; 4 et RY. Feiix ARNDT 


EUGENE COWLES 
FORGOTTEN. Song Roll ‘ ‘ d : : ; : , : Fetix ARNDT 


FREDERICK NICHOLLS CROUCH—1808-1896 
KATHLEEN MAVOURNEEN. Song Roll in E-flat . ; ? . HERBERT JONES 


CESAR ANTONOVICH CUI—1835-1918 


BERCEUSE . : . ALEXANDER LAMBERT 

ORIENTALE. Op. 50, No. 9. Accompaniment Roll. viol : . Water CHARMBURY 
PEARL G. CURRAN 

NURSERY RHYMES. Accompaniment Roll. High Voice inG . : Exva Farto Riper 

RAIN. Accompaniment Roll . ; ; : ; ; .  Datimeyer Russet 


ALPHONS CZIBULKA—1842-1894 


LOVE’S DREAM AFTER THE BALL. Intermezzo . . : CHARLES GILBERT Spross 
STEPHANIE GAVOTTE. Op. 312 . ; : : ; : : GENEVIEVE Pitot 


MAURICE DAMBOIS 
(For Biographical Sketch, see Interpreters List) 
INTERMEZZO : : : : : : : Maurice Damsors 


JOSE VIANNA DA MOTTA—1868 


VALSA CAPRICHOSA. Op..9,No73: piper eee Portuguezas’’ f Dartimeyer RussgEu. 
WALTER DAMROSCH 

DANNY DEEVER, Op. 2, No. 7. Accompaniment Roll. G Minor CoENRAAD V. Bos 

HART PEASE DANKS—1834-1903 

SILVER THREADS AMONG THE GOLD. Song Roll : ; : GerorGes Favirr 
HERMANN DAREWSKI 

IF YOU COULD CARE. From ‘‘As You Were.” Key of F : , . Frank Banta 

LEE DAVID 
I DREAM OF A CASTLE IN SPAIN. Song Roll in G Minor. : ; Lez Davip 
REUBEN DAVIES 
(For Biographical Sketch, see Interpreters List) 
REMEMBRANCE ' : A , 7 ; ; f Revusen Daviss 


| CHARLES G. DAWES 
MELOWY  . ; 4 ; : 5 : : . : . Rosert ARMBRUSTER 
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S-31305 
12998 
11136 
55018 
100105 
101175 


61818 
10717 : 


12215-S 
11397 


59567 
69746 


61059 

S-31219 
12798-S 
100075 


100675 


102425 


61637 


68518 
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1.50 
2.00 
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1.25 


2.00 


1.75 
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: COMPOSERS LIST 


Claude Achille 
Debussy 


Born in St. Germain-en-Laye, France, Aug. 22, 1862 
Died in Paris, March 26, 1918 
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EBUSSY was admitted to the Paris 
Conservatoire when but a boy of 
eleven years of age. His was an 

immediate development; a continual f§ 
achievement. He won prize after prize, and § 
at a very early age showed distinct indi- & 
viduality. However severely criticized, he = 
won praise and prizes. He seemed to have 
been unaffected by adverse criticism. This 
may have been due to his vision and high 
ideals. 

In music composition he disregarded 
the established forms used by classicists (Ue = _ hoe 
and early romanticists. With striking in- {jy 9Me2ses AAA As f Qi 
dividuality he avoided the usual harmonic 
atrangements being used and made a new organization of ideas. He employed higher pri- 
mary tones and created a new style. . 

Debussy did not think in the same manner as the usual composer. Thepaguc.rthe 
indefinable attracted his attention and his music reflects this. It is an impression, elusive 
and without the definite and usually expected chord resolutions, or one chord giving way 
to another as we have been accustomed. We do not get the definitely expected cadences, 
nor do we hear the usual melodic outline, or the fixed tonality, and often there is the 
merest suggestion of a theme. But it is music that holds one’s interest. It 1s music that 
we recognize as being really poetic—it glides and gleams and melts; but it is always moving 
quiveringly onward. -” 

Debussy’s music is not one music. It is the sound of the wind and the sea; the rustling 
of trees, the swaying of water; the atmosphere of a June day. It is nature without discords. 
To attempt to analyze it is to destroy its very essence. It is music that has lived in us before 
we were born, and returns to us like a release. 
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Duo-Art Records of Compositions by CLAUDE ACHILLE DEBUSSY 


TITLE PLAYED BY ROLL NO. PRICE 
ARABESQUE. No. 1 : c e. ; : : : 5 : ReuBEN Daviss S:+30927 1.75 
ARABESQUE. No. 2 , F ‘ ; ' ‘ F : . Paquira MapricuEera 58088 2.00 
ARABESQUE, No. 2 : E : d : : : : Mary N. Croroot S-31558 2.00 
BEAU SOIR (Evening Fair). From ‘’Three French Songs.’’ Song Roll, 

with Words . : , : ‘ ; : : : GENEVIEVE Prror 103128 2.00 
CATHEDRALE ENGLOUTIE, LA (The Engulfed Cathedral) . : ; Myra Hess 69270 2.50 
CLAIR DE LUNE. From ‘“‘Suite Bergamasque’’ i : : GrorGE CopELAND 56859 2.25 
CLAIRE DE LUNE. ‘‘Concert Music at the Hotel Commodore”’ . Rosert ARMBRUSTER 70049 ~~ 2.25 

DANSE : : : , : : ‘ 4 ; : . ArtTHuR RuBINSTEIN 63549 2.25 
~DANSES. Danse Sacrée and Danse Profane. Harp Accompaniment Roll Carztos SALzEDO 10969 =. 2:25 
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ESTAMPES, No. 2. See ‘‘Sozrée dans Granade, La’’ 


ESTAMPES, No. 3. See ‘‘Jardins sous la Pluie.’ 
FILLE AUX CHEVEUX DE LIN, LA CThe Girl with the Flaxen Hair). 


From First Book of Preludes, No. 8 : : ; : E. Rosert Scumitz 
L’ISLE JOYEUSE : . : : ; . ARTHUR RUBINSTEIN 
JARDINS SOUS LA PLUIE. Fecanpes Ng. oP oe : : : : Rosert Lortat 
PASSEPIED. No. 4. From ‘‘Suite Bergamasque”’ 3 : : : GerorGE CopeLAND 
PLUS QUE LENTE, LA (Valse) oy : ; , ‘ : . ARTHUR RUBINSTEIN 
PRELUDE A L’APRES-MIDI D’UN FAUNE . : ; F . _ E. Rosert Scumitz 
REFLETS DANS L’EAU (Images, No. 1) : : ; ‘ : GrorGE CopELAND 
REVERIE . : : ‘ . Ernest HuTcHEson 
ROMANCE. Noone Roll. Mézz0- Sasvica! in "D : : , CorenraaD V. Bos 
SOIREE DANS GRANADE, LA. From ‘‘Estampes,’’ No. 2 : : Haroip Bauer 
SOIREE DANS GRANADE, LA. From ‘‘Estampes,’’ No. 2 . _E. Rosert Scumrtz 
SUITE BERGAMASQUE. See ‘Clair de Lune’’ and *‘ Passepied.”’ 
LOCCAL Asam : : : : : : : : Percy ALDRIDGE GRAINGER 


REGINALD DE KOVEN—1859-1920 


BROWN OCTOBER ALE. From ‘“‘Robin Hood.”’ Song Roll : Ferix ARNDT 
OH PROMISE ME. Song Roll : : : : : : Fetix ARNDT 
RECESSIONAL, THE. Song Roll. Low Voice in D Miniter : . Lya Warwick Porson 
“ROBIN HOOD.”’ Selections . : : Erno Rapee 
SONG OF THE TURNKEY. From * ‘Robin Hoods Pi in ane Minors 
Accompaniment Roll ; ‘ : . E : Rosert ARMBRUSTER 


L. L. DELAHAYE 


MOUCHE, LA. Op. 12. Romance sans Paroles : : . Paquira MapriGuERA 
ALFRED DELBRUCK 
DOUX LIEN, UN. (Tender Ties). Four French Bae Accompaniment 
Roll. Soprano : : : ; . Rospert ARMBRUSTER 


CLEMENT LEO DELIBES—1836-1891 


COPPELIA BALLET (Valse Lente—Pas de deux—Mazurka) . . McNair Incenrritz 
MARCH AND PROCESSION OF BACCHUS . ; : ; . Rosert ARMBRUSTER 
PASSEPIED 7% : : , : ; ; : ; : Maurice Damsois 
ROMANCE HONGROISE : : : ‘ , ; Rosert Lortat 
VALSE LENTE and) PIZZICA TI (From the Ballet ‘ ‘Sylvia’) . . Ropert ARMBRUSTER 


VARIATION. From “‘La Source.’ ‘‘Concert Music at the Drake Hotel, 
Chicago,”’ from programs by Henry Selinger’s Ensemble. Rosert ARMBRUSTER 
WALTZ. From the Ballet ‘‘Naila.’’ Transcription by Dohnanyi : WILHELM BacHaus 


LUCIEN DENNI 


MEMORY’S GARDEN. Song Roll : ; : ; Henri BERGMAN 
MYSTERY OF NIGHT. Song Roll ; Henri BERGMAN 
YOU'RE JUST A FLOWER FROM AN OLD BOUQUET. Sone Roll ; LiLiiaNn SELLER 
2 
JOHN DENSMORE 
ROADWAYS. Accompaniment Roll. B-flat : : ; . Frank LaForce 
LUIGI DENZA—1846 
FUNICULI—FUNICULA. Song Roll , : : : : . Rospert ARMBRUSTER 
DEPPEN 
OH, MISS HANNAH. Song Roll, with Words . i i : . Rosert ARMBRUSTER 


{325 


6240-4 
6834-4 
61310 
61479 
6182-3 
6532-3 
61549 
59180 
10348-S 
6599-4 
6215-3 


6409-4 


100025 
100405 
100656 
63620 


-12966-S 


62839 


12199-S 


56477 
70139 
10158 
58639 
69809 


70719 
6698-4 


102865 
102535 
102265 


12018-S 
103005 


103045 


4.25 
1°25 
1.50 
2.50 


1.50 


225 


B25 


A375 
2225 
2.00 
225 
Ly Is 


2.25 
3.00 


1:25 
1.25 
1.25 


2.00 
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COMPOSERS LIST 


esto)e 
HENRI DESMARETS 
GIGUE, and ““RONDO.”’ By Rameau. : Lewis RicHarps 
R. NATHANIEL DETT 
JUBA DANCE. From ‘In the Bottoms’’ . ; Percy ALDRIDGE GRAINGER 
MAMMY. From ‘‘Magnolia’’ Suite : : ; ; : Rosert Braun 
FANNIE DILLON 
BIRMEEEDAWN, Op. 20,No.2 . - . . . . . Epwin Hucues 


ERNST VON DOHNAN YI—1877 


CAPRICCIO. Op. 3, No. 4 : 3 ; : , . : - RayMonp WI1soNn 
CAPRICCIO. See ‘Etude Caprice.’’ 
CHRISTMAS SONG, HUNGARIAN. See ‘‘Pastorale.”’ 


ETUDE CAPRICE (Capriccio). Op. 28, No. 6 . : : : : Anprew Haicu 

PASTORALE. Hungarian Christmas Song , : : : : YotanpAa Mero 

REAPSOOU Op. 11, No.3... : 2 : : ; ; Joun THompson 
VICTOR DOLMETSCH 

VALSE LENTE, SECOND. Op. 23 , 5 : : , : GENEVIEVE Pitot 


GAETANO DONIZETTI— 1797-1848 


FUTURE STILL SHINES BRIGHTLY, THE (Plighted Faith). Recita- 
tive and Cavatina alla Polacca. From ‘‘Linda di Chamou- 


nix.’’ Soprano in C. Accompaniment Roll. ; Exva Faetu RIDER 
SEXTET FROM ‘“‘LUCIA DI LAMMERMOOR”. : : é : Erno RaPEE 


FRANZ DRDLA—1868 


SOUVENIR . : : : ‘ : : Erno Rapeg 

SOUVENIR. Pe aiepaaiment Roll. vila : : é ‘ . WALTER CHARMBURY 
PAUL DRESSER 

ON THE BANKS OF THE WABASH. Song Roll ‘ ; : Oscar Haase 


FELIX DRE YSCHOCK—1860-1906 


VALSE?Op.17, No.8 . , : ; t ; : : P . Rosert ARMBRUSTER 
RICHARD DRIGO 

SERENADE. From ‘‘Millions D’Arlequin”’ ; i : ‘ . Rospert ARMBRUSTER 
VALSE BLUETTE. Transcription by Rapee_.. : Erno RapgE 
VALSE BLUETTE AND GUITARRE, .. Ree anes: iota econ: 

paniment ; : : ; . ANDRE BENOIsT 

JOHN DUKE 

MARCH HUMORESQUE . § ; : : : : : , Joun Duke 


ae THEODORA DUTTON 


END OF THE LESSON DUETS, Nos. 1 to 6. Children’s Duets for 
Piano, Accompaniment March of the Knights; The Little 
Colleen; Fireside Folk-Song; In the Moonlit Garden; At 
Sunset; The Magician’s Cave (Second Part Only) ; . Exva Fagern Riper 


AUGUSTE DURAND 
VALSE IN E-FLAT ; ; 3 ; ; ; , ; s Harotp Bauer 
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DUO-ART PIANO MUSIC 
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Antonin Dvorak 


Born in Muhlhausen, Bohemia, September 8, 1841 
Died in Prague, May 1, 1904 


HE little village in which Dvorak 
grew from childhood to youth and 
into manhood, lies on a slope over- 
looking the Elbe. It is today a quaint, 
quiet little town. Over the door of the 
village inn is the name of the composer's 
father. He was the village innkeeper; also 
the village butcher, and the champion 
zither player of the village. From this 
environment came one of the world’s most 
individualistic composers. 


Antonin Dvorak played upon a violin. 
He played as if it were a natural thing to 
do. When the days came that he was stu- 
dent of music in Prague, his skill with the 
violin made it possible for him toliveand & ne ~ a 
pay for lessons. Then he began tocompose. 4a sot sa WEEN 
He showed great resource. Intime,his music — 
in its scope represented an almost inexhaustible variety of melodic invention. His 
rhythmic expression was distinctive. These rhythmic suggestions and these types of melodies 
were peculiarly folk-like. And no doubt his music is at its best when its inspiration comes 
from the songs and dances of the folk—perhaps those of his own quiet native village and 
those of the people living in the region around it. 


Dvorak visited America, and for a time lived in New York City. He was engaged in 
teaching. Before his return to Europe, he finished the composition through which he paid a 
glowing tribute to America. This is his Symphony No. 5—‘‘From the New World.”’ 


Through his Slavonic Dances his music becomes nationalistic. This is similar to Grieg 
with his Norwegian Dances and Liszt with his Hungarian Rhapsodies. 


Stavic Dance No. 11, Op. 72 : 65788 SympHony, ‘‘New Wortp’’—(Complete) 
Stavic DANCE IN C Minox. No. 1, Op. 46 67800 5260; 5270; 5290; 5300 


Duo-Art Records of Compositions by ANTONIN DVORAK 


TITLE PLAYED BY ROLL NO. PRICE 


HUMORESQUE. Op. 101, No. Mariz Dvorak 70207 1.75 
HUMORESQUE. Op. 101, No. Ruportpu Ganz 63690 2.50 
HUMORESQUE. Op. 101, No. Rosert ARMBRUSTER 56217 eg 


i | 


HUMORESQUE. Op. 101, No. 7 HERMAN FLeER S-30086 1.50 
HUMORESQUE. Op. 101, No. 7. voli Wecomoanmene Wetrrtl by 

Kreisler : : AnpbrE Benorst 12579 2.25 
INDIAN LAMENT IN G MINOR. ieanecrotion by Keane : : Francis Moore 68008 2.00 
LARGO. ‘‘From the New World”’ Symphony . = , ; : Marie Dvyorax 64869 DL INSS 
QUINTET. Op. 81. Piano Part. ? , CaroLtyn Beeps 12069 2.25 
SLAVIC DANCE IN C MINOR. boa 46, No Uh. Arranged fot Ta | 

Pianos . : : : ; Rosz AND OrtiLiz SutRo 67800 —2,50 
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COMPOSERS LIST 


*-e50)* 
SLAVIC DANCE, Op. 46, No. 2 (Primo Part Only) . . Harorp Bauer 
SLAVIC DANCE. Op. 72, No. 11. Mariz Dvorak 
SONGS MY MOTHER TAUGHT ME. Peehmpadiment Roll. Sopr ano 

in D Major . : ErNO RapgEE 
SONGS MY MOTHER TAUGHT ME, Op. Se No. 4 . Rosert ARMBRUSTER 
SYMPHONY, No. 5, in E Minor, Op. 95: ‘‘From the New World”’ . Rupoien Ganz 

First Movement: Adagio; Allegro molto . ; 

Second Movement: Largo 

Third Movement: Scherzo, Molto vivace . 

Fourth Movement: Allegro con’ fuoco 

MICHEL DVORSKY (JOSEF HOFMANN) 
SANCTUARY, THE d : : ; : : : ; 5 Joser Hormann 
LEO EDWARDS 
PIERROT AND PIERRETTE 3 : : : c ‘ : GENEVIEVE Pitot 
RICHARD ELBEL 
DRIFTING DOWN THE WILLOW GLEN _. : , : : RicuarpD ELBEL 
SIR EDWARD ELGAR—1857 
LAIGARRIGIEUSE;Op.17 . : . ANDRE BENOIST 
LOVE’S GREETING (Salut d’ Hone ; : ; : : : : Econ Putz 
LOVE’S GREETING (Salut d'Amour) . . WattTerR CHARMBURY 
POMP AND CIRCUMSTANCE (Military Maree Op. 39, No. 1 ; : Epna BENTz 
SALUT D'AMOUR. See ‘‘Love’s Greeting.” 
G. J. ELVEY 
COME, YE THANKFUL PEOPLE, COME. aero ro Song 
. Roll ; ' . Iya Warwick Poison 


GEORGES ENESCO 


r (For Portrait and Biographical Sketch, see Interpreters List) 


ADAGIO-Op..3, No.3 . : : : 4 é : : : GerorGeEs ENESCO 
RICHARD EPSTEIN 
(For Portrait and Biographical Sketch, see Interpreters List) 
VIENNESE WALTZ : : : : : : ‘ ; ; RicHARD EpsTEIN 


VERNON EVILLE 
FELICIA. Waltz . s F : F , ; ; : , : Fetrx ARNDT 


LEO FALL—1873-1925 
“MADAME POMPADOUR.”’ Selections : ‘ _ Rosert ARMBRUSTER 


MANUEL DE FALLA—1877 


ANDALUZA. From ‘‘Four Spanish Pieces.’’ No.4 . Maria CARRERAS 
RITUAL DANCE OF THE FIRE. From ‘‘El Amor Brujo”’ ' (The ove 
Wizard). Transcription by Arthur Rubinstein . : . ARTHUR RUBINSTEIN 


GABRIEL FAURE—1845-1924 


APRES UN REVE. Accompaniment Roll. Mezzo Soprano in C Minor . CornraaD V. Bos’ 
BERCEUSE. From the ‘“‘Dolly Suite.”’ OP. 56, No. 1 : ; : ALFRED CorTOT 
- IMPROMPTU. Op. 31, No. 2 : : : : Rosert Lortat 
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DUO-ART PIANO MUSIC 


“0S(0)* 
Percy ALDRIDGE GRAINGER 
MaGDELEINE Brarp 
Ossie GABRILOWITSCH 
Otiver DENTON 
Rosert Lortat 


NELL. Transcription by Grainger 
NOCTURNE (Fourth). Op. 36 : 
ROMANCE SANS PAROLES. Op. 17, No. 3 
ROMANCE SANS PAROLES. Op. 17, No. 3 
VALSE CAPRICE: Op. 30 : 


J. S. FEARIS 
BEAUTIFUL ISLE OF SOMEWHERE. Song Roll 


Henri BERGMAN 


PHYLLIS FERGUS 
(For Portrait and Biographical Sketch, see Interpreters List) 


MUSICAL SETTINGS TO STORY POEMS FOR RECITATION: 
THE DARK (Little Girl; Little Boy); LIE AWAKE SONG; 
KIDS; THE WOODPECKER. Word Roll 
DAY DREAMS (Alto Speaking Voice, 1st and 2nd violin). 
Word Roll 
THE HIGHWAYMAN (Drama Revie wath Mesum 
OLD CHEST UPSTAIRS, THE. Word Roll 
ONE, TWO, THREE; SOAP; SUGAR-PLUM TREE; WHY? 
Word Roll 
SERENADE, A. Accompaniment Roll. Mea tial: in F bias 
TREES. Accompaniment Roll. Medium Voice in D 
TWENTY-THIRD PSALM: ‘“The Lord Is My a 
Reading) ; 


Puyxus Fercus 


Puy wuts Fercus 
Puyxuis Fercus 
Puy wus Fercus 


Puy us Fercus 
Puy urs Fercus 
; Puy us Fercus 
aGtgion 


Puyxtuis Fercus 


JOHN FIELD—1782-1837 


Epwin HuGues 
Epwin Hucues 


NOCTURNE IN B-FLAT 
RONDO IN E-FLAT 


LEANDER FISHER 


GENEVIEVE Pitot 


ROBIN’S RETURN, THE 


FRANK R. FLORENTINE 


KISS OF DESIRE, A Rospert ARMBRUSTER 


FRIEDRICH VON FLOTOW—1812-1883 


TMA RAL S Wa\” Rosert ARMBRUSTER 


Selections 


ARTHUR FOOTE— 1853 


VOICE OF SPRING, THE. eee Roll. Soprano and Con- 
tralto Duet ; : 5 : Frank LaForce 


CECIL FORSYTH 


OLD KING COLE. Accompaniment Roll. Male Voices in F 
TELL ME NOT OF A LOVELY LASS. Accompaniment Roll. Male Waices 
in F ; é ‘ 5 A 5 : ‘ A 


Erno Raper 


Erno Rapre 
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COMPOSERS LIST 


Stephen Collins Foster 


orn in Lawrenceville, Pa., July 4, 1826 
Died in New York City, January 13, 1864 


of simple, but not trivial melodies 
F that go straight to the human heart, 

occupies a unique position among Amer- 
icancomposers. The beautiful simplicity of 
Foster’s melodies has made scores of his 
songs known in every American household 
—has made them genuine folk-songs. 

Stephen Collins Foster was born in 
the little village of Lawrenceville (now a 
part of the City of Pittsburgh), Pa., on 
July 4, 1826—just fifty years after the sign- 
ing of the Declaration of Independence. 
Although he never lived in the South, by 
instinct and inheritance he was something 
of a Southerner, for his father came from 
Virginia and his mother from Maryland. 

When seven years old Stephen learned to play the flageolet, and later the flute and the 
piano. He developed a remarkable talent for composition, but did not rely solely on his. 
inspiration for guidance. He was a student of the classical masters, and was particularly 
fond of the music of Mozart, Beethoven and Weber. In 1842 his first published song, “‘Open 
Thy Lattice, Love,’ was produced. “Old Uncle Ned,’’ written in 1845, was his first great 
popular success. Such songs as “Nelly Was a Lady,” ‘Gentle Annie,’’ ‘Laura Lee,”’ “‘Old 
Dog Tray,’’ “‘Come Where My Love Lies Dreaming’ and ‘‘Old Folks at Home,”’ enhanced 
his reputation steadily and gave hima nation-wide popularity. He was urged by some New 
York music publishers to make his home in that city; so when he married, in 1850, Miss 
Jane Denny McDowell, daughter of a Pittsburgh physician, he took his bride to New York 
to live. After little more than one year, however, homesickness took them back to Pitts- 
burgh, where they continued to live for the next ten years. 

In 1860 he again went to New York to live. He died in that city on January 13, 1864. 
His published songs number about 160. 


G oF sina COLLINS FOSTER, creator 


Duo-Art Records of Compositions by STEPHEN COLLINS FOSTER 


TITLE PLAYED BY ROLL NO. PRICE 
COME WHERE MY LOVE LIES DREAMING. Song Roll in F . Rosert ARMBRUSTER 100905 1.25 
MY OLD KENTUCKY HOME and BELIEVE ME IF ALL THOSE 

ENDEARING YOUNG CHARMS ‘ : . Gsorce H. Gartitan 101906 1.50 
MY OLD KENTUCKY HOME. Song Roll in G , : : : Herpert Jones 101135 1.25 
OLD BLACK JOE. Song Roll in E-flat. 4 Marcuee Knarrt 101205 1.25 


OLD FOLKS AT HOME (Swanee River) and THE QUILTING PARTY 


(Seeing Nellie Home). Song Roll Grorce H. Gartitan 101916 1.50 


. FELIX FOURDRAIN—1880 
-MARINS D'ISLANDE. Accompaniment Roll. Medium Voice inC . Rosert ArmBrusTeR 11016 = 1.50 
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Cesar Franck 


Born in Liege, Belgium, December 10, 1822 
Died in Paris, November 8, 1890 


EITHER Franck nor Chopin was a 

native born Frenchman, but both 

are generally considered to have 
been French. They were Parisian by adop- 
tion. [fm however, franck had ot 
migrated to Paris, then perhaps Debussy 
and Ravel might not have achieved so 
much of the fulness of their expression. 
It was César Franck who really precipi- 
tated modern French music. 


He must have been a man unique in 
Character and temper. He came tombacts 
when a youth and studied in the Con- 
servatoire. He was a pupil of organ under 
Benoist and succeeded him to a very im- 
portant position. He lived a quiet life, 
almost one of seclusion. From week to 
week his was an unvaried routine; “‘his duty to his position of organist,’’ the teaching of 
a few pupils and his composition. He had some pupils who have become famous. Vincent 
d’Indy, Pierne, Vidal and Charpentier are a few of our present-day composers who studied 
with César Franck. For thirty years he struggled with his medium and his environment 
before he was able to do his genius justice. 


SNCS UTA 


QANHRAHOHHKEADRAORODEARAQQQARQaR002 


There is little of lightness in any of César Franck’s music, such as we appreciate in 
the music of Haydn and Mozart. Neither is there much that is heavy or ponderous. It is 
music that almost defies characterization. Over it, in many instances, there seems to rest _ 
a light and luminous tenderness. It often has an expression that is almost naive and reticent. 
Then again we are impressed by its noble and significant design. 


He wrote both religious and secular music. He composed pastorales, oratorios, sym- 
phonic poems and symphonies. He seems to have been able to express himself as he chose 
through music as a medium. 


Duo-Art Records of Compositions by CESAR FRANCK 


TITLE PLAYED BY ROLL NO, PRICE 
PRELUDE, CHORAL AND FUGUE: 
PRELUDE: ; F ; ; : : : 3 Rospert Lortat 58900 ASSO 
CHORAL ; : : : p ; =: ; Rosert Lortat 59010 2.50 
FUGUE : : : F . 4 : : : Rosert Lortat 5906-4 3.00 
IGNAZ FRIEDMAN 
(For Portrait and Biographical Sketch, see Interpreters List) 
ELLE DANSE. Op. 10, No. 5 : : , : ; ' : Ignaz FrrEpDMAN 65830 ~—.2..50 
FIVE WALTZES. Op. 51 ‘ , ; ; : : ; : IGnaz FrrepMAN 6830-4 3.00 


MINUETTO VECCHIO. Op. 76, No. 6 ~Icnaz FrrepMan 6495-3 2.75 


{os} 


COMPOSERS LIST 


LOVE AND SONG. Accompaniment Roll. High Voice in A. , . Ruporpx GANnz 
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- VIENNESE WALTZES. On Themes from Gaertner: 
INos les. ‘ ; 2 : : : : ' : IGnaz FrrgEDMAN 6410-3 
No. 2 Ionaz FrrepDMAN 6419-3 
ING ; ; : , ; : : . : Ionaz FrirpDMAN 6515-4 
No. 4 IGnaz FRIEDMAN 7076-3 
RUDOLF FRIML—1881 
ALLAH’S HOLIDAY. ‘‘Concert Music at the Waldorf-Astoria’”’ . Ropert ARMBRUSTER 69359 
| BOHEMIAN SUITE, Op. 60, No. 5. Waltz : , : : F CLARENCE ADLER 56837 
CHANSON (Melodie) . f ; ; : , . Rosert ARMBRUSTER 66406 
CONGERTWALITZ, Op.12 . .. : : : . Rosert ARMBRUSTER 64029 
DANSE DES DEMOISELLES, LA. Op. 48 f . ; ; P s Erno RapEe 64648 
GIANNINA MIA. From ‘“‘The Firefly’. : : A : . Rosert ARMBRUSTER 102855 
INDIAN LOVE CALL. From ‘Rose Marie.’’ Song Roll. ; . Roserr ARMBRUSTER 102485 
MELODIE, Op. 27 . : . Rospert ARMBRUSTER 66316 
MUSICAL ADVENTURES. Duet Roll fhe ee seer. aes pact Bais ; Enocu T. Watton 69626 
RACKETY COO and KATINKA. ‘‘Concert Music at the Hotel 
Commodore” ; F : : ; . Rosert ARMBRUSTER 70049 
ROSE MARIE. See “‘Indian Live Call” 
RUSSIAN ROMANCE, Op. 30 : : : Revusen Davis 59616 
SOMETHING SEEMS TINGLE-INGLING. From: “HighJinks. ‘Con- 
cert Music at the Drake Hotel, Chicago.’’ From programs 
by Henry Sclinger’s Ensemble ; : : . Ropert ARMBRUSTER 70719 
SYMPATHY. From ‘‘Firefly.’” Waltz Medley . : . Rosert ArmsrustER 68178 
‘‘VAGABOND KING, THE.”’ Selections . ; ‘ . Rosert ARMBRUSTER 69769 
VALSE COQUETTE, Op. 77, No. 3. From “‘O Mate San’ Ae . Constance Merinc 69618 
. VAESE EUGILLE, Op: 85, No.1 . : 3 : ; : . Fannie Votey Rocers 64517 
ANIS FULEIHAN 
BEDOUIN DANCE A 3 . : : 5 5 A 5 Ants FULEIHAN 63678 
SERENADE . 3 : ; ; : : : 2 Anis FuterHaN 63508 
SERENADE IN aoe DESERT 3 : A : F 5 3 Anis FuLEIHAN 63058 
OSSIP GABRILOWITSCH 
(For Portrait and Biographical Sketch, see Interpreters List) 
MELODIE IN E MINOR, Op. 8, No.1 . ’ . : P . Ossrp GABRILOWITSCH 6926-4 
GAERTNER-FRIEDMAN 
VIENNESE WALTZES: 
Nich, ae . : ; ; ‘ : , 7 4 IGnAz FRIEDMAN 6410-3 
IN Oa: IGNAzZ FRIEDMAN 6419-3 
INO. 3. . ; ; 6 : ae ; : ; IGNAZ FRIEDMAN 6515-4 
No. 4 IGNAz FRIEDMAN 7076-3 
LOUIS GANNE 
EXTASE (Revery) . : , : : ; : . Ropert ArMBRUSTER 70446 
RUDOLPH GANZ 
(For Portrait and Biographical Sketch, see Interpreters List) 

AFTER MIDNIGHT, Op. 27, No. 1 . Ruportpw Ganz 6474-4 
~ ANGELS ARE STOOPING, THE. orgie aren: Roll. Spee in B- flat RupoteaH Ganz 10539-S 
ETUDE CAPRICE, Op. 14, No. 4 = A RupoupH Ganz 6823-4 
GRAVE IN FRANCE. Accompaniment Roll. ioe Rice in G vase ; RupotexH Ganz 10068-S 
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EDWARD GERMAN—1862 


COUNTRY DANCE. See ‘‘Three Dances from Nell Gwyn’’ 
MERRYMAKERS’ DANCE. See ‘‘Three Dances from Nell Gwynn’ 
MORRIS DANCE. See **Three Dances from Shakespeare's Henry VIII’ 
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MARCHE FANTASTIQUE, Op. 10, No. 1 : ; : ; . LestER DonaHuE 59279 2.25 
MELODIE, Op. 10, No. 2 ‘ ‘ ‘ : : ; : , RuporpH Ganz 6381-3 2.75 
MENUETI, Opai4.No, 22 : ; 5 : : ; RupotpH Ganz 56290 2.50 
PENSIVE SPINNER, Op. 10, No. 3 : : ‘ : Reusen Davies S-30397 1.75 
WELLENSPIEL (Play of the Waves), Op. 14, No. 1 : : : RupoteH Ganz 5653-3 2.75 
WHAT IS LOVE? Accompaniment Roll. High Voice in D . : : - RuporpH Ganz 12388-S 2.00 
H. BALFOUR GARDINER—1877 
HUMORESQUE . . : : ° ° : “ Percy ALDRIDGE GRAINGER 6415-3 2.75 
NOEL... we We. FOG. Sree 
RUTH GARLAND 
(For Portrait and Biographical Sketch, see Interpreters List) 
IRISH CLOG DANCES. Arrangement by Garland . ; : ; RutH Gartanp 68638 2.00 
GEORGE H. GARTLAN 
APRIL FOOL. See ‘‘The Lilac Tree’’ 
LILAC TREE, THE and *‘APRIL FOOL.”’ Song Roll 5 5 - Georce H. Gartiran 102125 1.25 
LEONARD GAUTIER 
LE SECRET. Intermezzo Pizzicato . A . : ule CHAR LEs GILBERT Spross 66037 ag 
JESSIE L. GAYNOR 

DANCES AND GAMES FOR CHILDREN ; : : . Dorotuy Gaynor Braxz 66198 2.00 
FOUND IN GRANDMOTHER’S ATTIC . ; : , . Dorotuy Gaynor Brace 66118 2.00 
LAND OF NOD, THE. See ‘‘The Slumber Boat’’ 
MINIATURE DUETS FOR TEACHER AND PUPIL, Nos. 1-5 . : Etva Faerun Riper 9068 2.00 
SLUMBER BOAT, THE and ‘‘THE LAND OF NOD.” Song Roll .  Exva FartH Riper 12628-S 2.00 
SONGS FOR CHILDREN. First Roll: The Slumber Boat, The Sailors, 

The River. Song Roll é : 5 : : . Dion W. Kennepy 101388 2.00 

HEINRICH GEBHARD 
(For Portrait and Biographical Sketch, see Interpreters List) 

EN VALSANT ; : : : : é : : “. -  Hernrich Gesuarp 61838 2.00 
LOVE POEM ; ; : : : : : j : .  Hernrich GesHard 61648 2.00 
HENRY E. GEEHL 
FOR YOU ALONE. Song Roll : : : . . . - Rosert ArmBrustER 101775 1.25 
OSKAR GEIGER 
JUST FOR TONIGHT, Op. 52 : : ‘ : : : : ELEaNor SpeNcER 66897 1.75 
EDWARD GEOGHEGAN 
MEMORIES OF ERIN . : . ‘ : ; ; ; . Epwarp Geocurcan 64048 2.00 
FERDERICO GERDES 
BERCEUSE, Op. 38. Homage to Becquer . ‘ : : : ; Ferperico Gerpes S-31406 1.50 


COMPOSERS LIST 
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“NELL GWYN.” Three Dances: 
Country Dance, No.1. : : : , ; . Rosert ARMBRUSTER 69737 
Pastoral Dance, No.2. . ; : ; : ' . Rosert ARMBRUSTER 69786 
Merrymakers’ Dance, No.3. 5 ‘ . Rosert ARMBRUSTER 69958 
ROLLING DOWN TO RIO. Song Roll, with Words” 3 , . Rosert ARMBRUSTER 103085 
SHAKESPEARE’S ‘‘HENRY VIII.’’ Three Dances: 
Morris Dance . 2 : : 3 : é . Rosert ARMBRUSTER 66627 
Shepherd’s Dance . : ; F : ‘ : . Rosert ARMBRUSTER 66907 
Torch Dance . : : ; ‘ : ' : . Rosert ARMBRUSTER 67487 
GEORGE GERSHWIN 
(For Portrait and Biographical Sketch, see Interpreters List) 
RHAPSODY IN BLUE. Part II. Andantino and Finale : ; : GEorGE GERSHWIN 68787 
SO AM I. From ‘‘Lady, Be Good!’’ Song Roll , ; : : Grorcr GersHwin 102625 
HENRI GHYS 
AMARYLIS. Louis XIII Air . . s a - i 5 E : Kart Nacxite 62746 
HENRY F. GILBERT 
PIRATE SONG. C Minor. Accompaniment Roll : : 5 : CoznraaD V. Bos 12878-S 
J. L. GILBERT 
BONNIE SWEET BESSIE . A : : ; . 3 GeENEVIEVE Pitot 102655 
LAWRENCE GILBERT 
SHADOWLAND . é A ‘ P 8 ‘ ; 2 GENEVIEVE Pitot 69526 
GILBERT AND FALL 
““CHAUVE SOURIS.”’ Selections. : A 5 : A : GENEVIEVE Pitot 68948 
JOHN FRANCIS GILDER 
BROow > LULLABY, THE. Op. 62 : i : : : : Rosert Braun 68988 
ERNEST GILLET—1856 
ECHOES OF THE BALL and ENTR’ACTE GAVOTTE . rs F : Ben Lincotn 62467 
AURELIO GIORNI 
(For Portrait and Biographical Sketch, see Interpreters List) 
PASTORALE : f : 2 : : : : ; : AURELIO GiorNI 60268 
ALEXANDER KONSTANTINOVITCH GLAZUNOV—1865 
GAVOTIE IN D. Op. 49, No.3. ; : : : ; ; Sercr ProxorierrF 63770 
PIROUETTE f é ; : : DestbER VECSEI 63339 
WALTZ. Op. 42, Ne: ar Eok eres. . , ; é : NapiA RetsENBERG 66798 
. MICHAIL IVANOVICH GLINKA—1804-1857 
~ L’ALOUETTE. See ‘‘The Lark.”’ 
LARK, THE (L’ aa Deana ieay ah Balakireff : : FrepEric Lamonp 66370 
LARK, THE , . ~ , Ropert ARMBRUSTER 56977 
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CHRISTOPH WILLIBALD GLUCK—1714-1787 
ALCESTE CAPRICE. See ‘‘Caprice.”’ 
BALLETS DES OMBRES HEUREUSES . ; ; : : ; Ernesto BERUMEN 61858 
CAPRICE. From ‘“‘Air de Ballet d’Alceste."’ Transcription by Saint- 

Saens 7 ¥: : Guiomar Novars 6216-4 
CHE FARO SENZA EURIDICE d Conn Live Wi chOue My Facdicey. 

From ‘‘Orpheus.’’ Alto, in C. Accompaniment Roll . : Frank La Force 12898-S 
GAVOTTE IN A MAJOR. Transcription by Brahms : ; : Guiomar Novars 6476-3 
MELODIE. Transcription by Sgambati_ . , : : : ; JosEF HormManN 6389- 

BENJAMIN GODARD—1849-1895 

AU MATIN. Op. 83 ; ; 2 ; : : 4 : : CLARENCE ADLER 56847 

BERCEUSE. From ‘‘Jocelyn’’ : ' 3 : : : j CLARENCE ADLER 57467 

CANZONETTA IN B-FLAT . ; i : GENEVIEVE Pitor 68296 

IN THE WOODS. Op. 56, No. 1. Piano Part. Orchestral series : : ARTHUR SHEPHERD 68188 

JUGGLERY (Etude Artistique), Op. 107, No. 3 : ; ; NanviA REIsENBERG 70679 

MAZURKA, SECOND. Op. 54 ; : : : : : : Rupoitpx Ganz 6326-5 
MAZURKA, FIFTH. Op. 127 : . : : : ; ; Rupotpw Ganz 6223-5 
NOVELLOZZA (Bluette). Op. 47. : : Ernesto BERUMEN 62789 

ON THE MOUNTAIN. Op. 46, No. 2. Piano Pat Grevecrral Sone : ARTHUR SHEPHERD 68048 

VENITIENNE (Fourth Barcarolle). Op. 110, No. 2 5 : : : Erno Rapge 65108 

ROBERT GOLDBECK—1839-1908 
ASHES OF ROSES. Valse Elegante : ; : : ; , GENEvVIEVE Pitot 70036 
EUGENE GOOSSENS—1893 
KALEIDOSCOPE. Op. 18. Children’s Roll : ; ; ‘ ; Satty HaMuin 67508 
WESTALL GORDON 
ONE LITTLE DREAM OF LOVE. Song Roll, with Words : ; Henri BerGman’ 103195 
LOUIS MOREAU GOTTSCHALK—1829-1869 

BANJO, THE (Fantaisie Grotesque) i : ; : . ARTHUR FrieDHEIM 57458 

DYING POET (Meditation) . Joser Martin 60557 

GRANDE FANTAISIE TRIOMPHALE SUR L’ HYMNE NATIONAL 

BRESILIEN. Op. 69 ; y : : i : : Guiomar Novars 6442-4 
LAST HOPE (Religious Meditation), Op. 16. : ; Guiomar Noyags 70680 
LAST HOPE (Religious Meditation). Op.16 . ; : . ‘ CiaRENCE ADLER 58577 

CHARLES FRANCOIS GOUNOD—1818-1893 

AU PRINTEMPS (To Spring). Accompaniment Roll : ; CuARLEs GILBERT Spross 64998 
AVE MARIA. Transcription from Bach . : é : ; ‘ Rupotpx Ganz 6070-4 
AVE MARIA. Accompaniment Roll. Soprano inG . 5 : : Erno Rapez 10218-S 
AVE MARIA. Accompaniment Roll. Violin or cello in Ge : : Maurice Damsois 10518 
DIO POSSENTO. See ‘‘ Faust.’ 

ENTREE DE FETE : : : .  RoszE anv Ortitiz Sutro 62140 
FAUST. Dio Possento. Act II. Necorpantiient Roll ; : : CornraaD V. Bos 10878 
FAUST. Selections 3 ; Erno Rapgez 65630 
FAUST. Soldiers’ Chorus. And iain Chon as Wagner. Sone Roll GrorcE H. Garttan 101946 
FAUST. Waltzes. : . McNarre Itcenrrirz 60027 
FUNERAL MARCH OF nN MARIONETTE : : 5 é : CLARENCE ADLER 64038 
NAZARETH. Song Roll, with Words : . Roserrt Armsruster 103186 


NON DESTARMI (I Would Linger). See age and Julies.” 
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ROMEO AND JULIET. Non Destarmi (I Would mee oe 
ment Roll. EEE in S 5 ; : CoznraaD V. Bos 11258-S 2.00 
SOLDIERS’ CHORUS. See ‘Faust.’ 
TO SPRING. See ‘‘Au Printemps.” 
PERCY ALDRIDGE GRAINGER 
(For Portrait and Biographical Sketch, see Interpreters List) 
AMERICAN FOLK-MUSIC SETTINGS. See ‘'Spoon River’’ and ‘‘Tribute to Foster.”’ 
BRITISH FOLK-MUSIC SETTINGS. See ‘‘Sussex Mummers’ Christmas Carol,’’ No. 2; ‘Shepherd's Hey,’ No. 4; 

**Molly on the Shore,’’ No. 19; ‘Country Gardens,’ No. 22. 

CHILDREN’S MARCH. For Two Pianos . Percy ALDRIDGE GRAINGER AND 

Lorra Mitts Houcs 6368-5 3.25 
COLONIAL SONG Percy ALDRIDGE GRAINGER 5666-4 3.00 
COUNTRY GARDENS. British Folk- Rnstc Saati, No. 2 Percy ALDRIDGE GRAINGER 6149-4 3.00 
EASTERN INTERMEZZO ; Percy ALDRIDGE GRAINGER 69970 2.50 
ENGLISH MORRIS DANCE TUNES. See “s hapherd S Dene 
FOUR IRISH DANCES. See ‘‘March-Jig,’’ No. 1; ‘‘Leprechaun's Dance,’’ No. 3; and ‘‘Reel,’’ No. 4. 
GAY BUT WISTFUL. ‘‘In a Nutshell’ Suite . Percy ALtpRIpGE GRAINGER 6072-4 3.00 
‘*‘GUM-SUCKERS’’ MARCH. “‘In a Nutshell’’ Suite Percy ALDRIDGE GRAINGER 6059-4 3.00 
IN A NUTSHELL SUITE. See ‘‘Gay But Wistful’’ and ‘‘Gum-suckers March.”’ 
IRISH TUNE FROM COUNTY DERRY . ; Percy ALDRIDGE GRAINGER 5679-5 3.25 
LEPRECHAUN’S DANCE. From ‘‘Four Irish Biase "No. ; 

3. Transcription from Stanford Percy ALDRIDGE GRAINGER 65720 2.50 
LULLABY. From ‘‘Tribute to Foster’’ (Stephen) , Percy ALDRIDGE GRAINGER 5821-4 3.00 
MARCH—JIG. ‘‘Maguire’s Kick.’’ From ‘‘Four Irish Dances.”’ 

Transcription from Stanford Percy ALDRIDGE GRAINGER 58380 2.50 
MOCK MORRIS Percy ALDRIDGE GRAINGER 5688-4 3.00 
MOLLY ON THE SHORE. ich pel British Folk- mere 

Settings. No. 19 Percy ALDRIDGE GRAINGER 6284-5 3.25 
NELL. Transcription from Faure ‘ : : : Percy ALDRIDGE GRAINGER 6931-3 2.75 
“ONE MORE DAY, MY JOHN.” Sea Chanty Settings. 

No. 1 i Percy ALDRIDGE GRAINGER 6030-4 3.00 
“PEER GYNT”’ SUITE. Op. 46. Recaption ae eee 

No. 1, Daybreak; and No. 3, Anitra’s Dance Percy ALDRIDGE GRAINGER 6522-4 3.00 
“PEER GYNT” SUITE. Op. 46. Transcription from Grieg. 

No. 2, Aase’s Death; and No. 4, In the Hall of the 

Mountain King : d 4 : Percy ALDRIDGE GRAINGER 6530-3 2.75 
REEL. From ‘‘Four Irish Dances.’’ No. 4. pases from 

Stanford Percy ALDRIDGE GRAINGER 6117-4 3.00 
REIVER’ S NECK-VERSE, A. Accompaniment Roll. High 

Voice 3 Percy ALDRIDGE GRAINGER 11429-S_ 2.25 
SEA CHANTY SETTINGS. See “One More seer My Tapae: Ne fi 
SHEPHERD'S HEY. English Morris Dance Tunes. British 

Folk-Music Settings, No. 4 : : Percy ALDRIDGE GRAINGER 5661-4 3.00 
SPOON RIVER. From ‘‘American Folk-Music’ rine. No.1 Percy AtpripGE GRAINGER 66170 2.50 
SUSSEX MUMMERS’ CHRISTMAS CAROL. British Folk-Music. 

Settings, No. 2 Percy ALDRIDGE GRAINGER 57120 = 2.50 
SYMPHONIC DANCE, No. 1. For sites airars Transeripton Percy ALDRIDGE GRAINGER 

from Scott : AND CyriL ScoTT 6514-4 3.00 

“TRIBUTE TO FOSTER”’ nee: See “Tallaby” 
TWO MUSICAL RELICS OF MY MOTHER. For Two Pianos. Rosz GRAINGER AND 

Hermund the Evil and As Sally Sat A-Weeping . Percy ALDRIDGE GRAINGER 6760-4 3.00 
WALKING TUNE F : 5 Percy ALDRIDGE GRAINGER 5735-4 3.00 
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ENRIQUE GRANADOS 
(For Portrait and Biographical Sketch, see Interpreters List) 

ALA CUBANA . : : : : ; : : : Davip PEseTzK1 62898 
ALLEGRO DE CONCIERTO ~ 4 : : : ; 5 Paguira MapricuEerRA 58308 
AL SUPLICIO. From ‘‘Libro de Horas,’’ No. 3 , ‘ é ‘ : Frora Mora 64327 
DANZA ESPANOLA, Op. 37, No. 1 Lenta : ; ; : : ENRIQUE GRANADOS 6133-3 
DANZA ESPANOLA, Op. 37, No. 2, Arabe_ . : : ; . Enrique Granapos 57570 
DANZA ESPANOLA, Op. 37, No. 5, Andaluza : 3 , . Enrique Granapos 57580 
DANZA ESPANOLA, Op. 37, No. 7, Valenciana. : : . Enrique Granapos 57600 
DANZA ESPANOLA, Op. 37, No.10 : = : ; . Enrique Granapos 57590 
GOYESCAS. El Pelele (The Dummy) : : . Enrique Granapos 57620 
GOYESCAS. Intermezzo. Introduction to Act Il : i 5 . PaquiraA MapRIGuERA 58689 
GOYESCAS. Introduction to Act III: Quejas 0’ la Maja y el Ruisenor. 

(Love Plaints, or The Lady and the Nightingale) . . Enrique Granapos 5763-4 
IMPROVISATION. Theme of Valenciana Jota, with the influence of the 

Arab music of the South . : : : : : . Enrique Granapos 6295-3 
IMPROVISATION. See “‘Reverie Improvisation’ 
INTERMEZZO. See ‘‘Goyescas’’ 
INTRODUCTION AND VALSE. From ‘‘Valses Poeticos,’’ No. 1 , : Frora Mora 64336 
INTRODUCTION TO ACT III. See ‘‘Goyescas’’ 
LOVE PLAINTS, OR THE LADY AND THE NIGHTINGALE. 

(Quejas 0’ la Maja y el Ruisenor). See ‘‘Goyescas’’ 
MARIA DEL ’CARMEN. See “‘Prelude’’ 
PELELE, EL (The Dummy). See ‘‘Goyescas”’ 
PRELUDE? ‘Maria deli'Garmen'- s ; : : ; . Enriquez Granapos 64299 
REVERIE IMPROVISATION . : ? : : ; : . Enrique Granapos 5756-3 
““VALSES POETICOS,’’ No. 1. See ‘‘Introduction and Valse’’ 

ANTONIO DE GRASSI 
RHAPSODIC PRELUDE : , , : : 3 : ; Asutey Pertis S-30409 
LOUIS GREIGH—1843-1915 
BALL-ROOM WHISPERS, Op. 66 . : : : : : ’ GENEVIEVE Pitot 69797 
ALEXANDER GRETCHANINOV—1864 

NO MORE CAROLS THE SWEET NIGHTINGALE, Op. 20, No. 2. 

Accompaniment Rollin F Major . ; Frank La Force 12438-S 
OVER THE STEPPE, Op. 5, No. 1. Accompaniment Roll. rian Voice 

inD Major . : ; : : ; : : : Daisy HorrmMan 12686-S 

FRANK H. GREY 
GIVE ME ONE ROSE TO REMEMBER, Song Roll in C ; ; Frank H. Grey 102405 
THINK, LOVE, OF ME. Song Roll : : ; ; 5 5 Frank H. Grey 102595 
WHEN BLOSSOMS COME. Song Roll. 3 : ; ‘ : Frank H. Grey 12305-S 
-| 44 - 
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Edvard Hagerup 
Grieg 

Born in Bergen, Norway, June 15, 1843 

Died near Bergen, September 4, 1907 


HAT Edward MacDowell is to 
\ X America, Edvard Grieg is to Nor- 
way. Their music is of a country— 
nationalistic—yet it is a suggestion of 
emotion or mood, universal. Both Mac- 
Dowell and Grieg trace ancestry to Scot- 
land, and both are unquestionably of their 
country—American and Norwegian. 
Grieg when a boy, attracted the atten- 
tion of a world-renowned concert violinist, 
Ole Bull, who encouraged him to develop 
his talent. MacDowell was visited in his 
home on Clinton Street, New York, by no a tC 
less a personage than Teresa Carreno, the @ Gy HINUAVANNN UE 
famed Venezuelan pianist, who not only RAST TLL IY YY 
encouraged him to go to Paris and Germany to study, but also introduced his compositions 
on her concert programs. 
_ Many of Grieg’s compositions were inspired through his comradeship with the folk 
who lived in the country about Troldhaugen—his home, not far from Bergen. Suggestions 
of scenes from nature and life around Troldhaugen are found in such compositions as :- 


NorwecGiANn BripDAu PRocEssION : 56800 From THE CARNAVAL : : ; 60408 
Tue BUTTERFLY ~ . : : : 59986 To SprRING : : : , : 6206-3 


The more abstract compositions of Grieg are represented by such records as:- 
ConcerTO, Op. 16 . . 6475-6, 6479-6, 6485-6 


Duo-Art Records of Compositions by EDVARD HAGERUP GRIEG 


TITLE PLAYED BY ROLL NO. PRICE 
AN DEN FRUHLING. See ‘‘To Spring” 
BERCEUSE, Op. 38, No.1. : : 3 : } ; 3 Epwin Hucues 70166 150 
BUTTERFLY, THE (Le Papillon), Op. 43, No.1. é ; : Maurice Damsors 59986 = 1.50 
CONCERTO IN A MINOR, Op. 16: 
First Movement: Allegro molto moderato : Percy ALDRIDGE GRAINGER 6475-6 3.50 
Second Movement: Adagio hie’: " : Percy ALDRIDGE GRAINGER 6479-6 3.50 
Third Movement: Allegro moderato e marcato Percy ALDRIDGE GRAINGER 6485-6 3.50 
DANCE CAPRICE, Op. 28, No.3 . , : : ; d Victor WITTGENSTEIN 59667 = 1.75 
EROTICON (Love Poem), Op. 43, No. 5. j : 4 Percy ALDRIDGE GRAINGER 6693-3 2.75 
FROM THE CARNAVAL, Op. 19, No. 3 : : ; : ; : Daisy Neus 60408 2.00 
I LOVE THEE, Op. 41, No. 3. Accompaniment Roll. Mezzo-Soprano in C CoznraaD V. Bos 10428-S 2.00 
NORWEGIAN BRIDAL PROCESSION, Op. 19, No.2. F ; . Ruporpx Ganz 56800 2.50 
NORWEGIAN DANCE (in A Major), Op. 35, No. 2 , . Carotyn Cong Batpwin 68918 = 2.00 
NORWEGIAN DANCE. Piano part for Trio. : : : : CiarEeNce ADLER 11908 = 2.00 


eerURNO, Op. 54,No.4 . 0 - . = ‘ Axperto Jonas 61558 2.00 
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NOTTURNO, Op. 54, No. 4. ; ; : Mona Bates 
PAPILLON, LE (The Butterfly) : : Maorice Damsois 
PEER GYNT SUITE, Op. 46, No. 1 Daybreak, evi No. 3 heres S 

Dances. . Percy ALDRIDGE GRAINGER 
PEER GYNT SUITE, Op. 46, No. 1 Dayne sel No. 3 Anitea’ S 

Dance . . Carotyn Cone BaLtpwin 
PEER GYNT SUITE, Op. 6, No. 2 Mes S ‘Deach and No. 4 ie the 

Hall of the Mountain King Percy ALDRIDGE GRAINGER 
PEER GYNT SUITE, Op. 46, No. 2 Aase’s Deck and No. 4 In the 

Hall of the Mountain King. é : : . Carotyn Cong Batpwin 
SCHERZO IMPROMPTU, Op. 73, No. 2 4 ; Rupoteu Reuter 
SECRET, THE (Das Geheimniss), Op. 57 : : : ; : . Ruportpa Ganz 
SOLVEJG’S SONG, Op. 52, No. 4 . : ; : ; : RayMonpD Burt 
TO SPRING (An den Friihling), Op. 43, No. ke : Percy ALDRIDGE GRAINGER 


VOGLEIN (Birdling), Op. 43, No. 4 and DANCE CAPRICE, Op. 28, No. 3 Upa Watprop 


CHARLES TOMLINSON GRIFFES 
(For Portrait and Biographical Sketch, see Interpreters List) 


SCHERZO. Fantasy Piece : : ‘ : : : ; Rupo.ex REuTER 
WHITE PEACOCK, THE, Op. 7, No. ‘lee : , ; CHARLES TOMLINSON GRIFFES 


GRIFFIN, KAHN AND LYMAN 


MOTHER IN IRELAND 2 , : : : ' : s ; Oscar HaasE 
ALFRED GRUNFELD—1852 

ROMANCE, Op. 45, No.1. : : : ; : CLARENCE ADLER 

VALSE DE BALLET. From “Der Leben ; ‘ : : : Eustace Horopysx1 


DAVID W. GUION 


SHEEP AND GOAT “‘WALKIN’ TO THE PASTURE.”’ (Cowboys’ 
and Old Fiddlers’ Breakdown). Arranged by Guion . : Percy GRAINGER 


TURKEY IN THE STRAW (Cowboys’ and Old Fiddlers’ Breakdown) Prrcy GRAINGER 
HENRY HADLEY 
(For Portrait and Biographical Sketch, see Interpreters List) 

ATONEMENT OF PAN, THE. Dance of the Nymphs : , : . Henry Hapiey 

ATONEMENT OF PAN, THE. Intermezzo : . Henry Hapiey 
BALLET OF THE FLOWERS (Piano Suite), ne 92, Nos. 1 eee I, 

Red Rose and Marguerites : : : : . Henry Haptey. 

“BALLET SUITE,” Nov3. Intermezzo: : : : . Henry Haptey 


DANCE OF THE NYMPHS. See ‘‘The Avineoune of Pan” 
INTERMEZZO. See *'The Atonement of Pan’ and ‘Ballet Suite,’’ No. 3 
RED ROSE AND MARGUERITES. See ‘Ballet of the Flowers’’ 


RICHARD HAGEMAN 
AT THE WELL. Accompaniment Roll. High Voice : ; . DaLumeyer Russe 
CHARITY. Accompaniment Roll. Low Voice . : : : ; Exva Fartu Riper 


REYNALDO HAHN—1874 


EN SOURDINE. From Four French Songs ; . Rosert ARMBRUSTER 
L’HEURE EXQUISE (The Enchanted Hour). Eiguie Cranes Eeench 
Songs.’’ Song Roll, with Words ; : 5 ; ; GENEVIEVE Prtor 


JOHN T. HALL 
WEDDING OF THE WINDS WALTZ . : ; : bE . Frank Banta 
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66048 2.00 
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63990 2.50 
65448 2.00 
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Georg Friedrich 2 
Handel i 


Born in Halle, Germany, February 23, 1685 
Died in London, England, April 14, 1759 


ANDEL’S life paralleled that of 
Bach, who spent his entire career in 


Germany, in quiet and seclusion. 
Handel’s life was given to the public and it 
is to England, which became his adopted 
home, that he owed his great opportunity. 
As he was German by birth and early train- 
ing, his works always showed the underly- 


ing German influence manifested through 
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the most powerful opera-writer in the early 


Italian manner, we see his historic position 
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is peculiar. 

Bach and Handel were both geniuses. They were complements one to the other. 
Bach inclined to mysticism, and religious contemplation. Handel was more objective. 
Bach’s music is essentially lyric, while that of Handel is epic. Bach remained German in art 
and exclusively national. Handel enlarged his confines. Bach is more profound and compli- 
cated. Handel used clearer and simpler means. 

As a child, Handel showed a natural tendency toward music, but his father, a German 
physician-surgeon, wanted his son to become a lawyer. Music was forbidden in the house. 
The story, however, runs that young Handel's godmother provided him with a chance and 
the boy taught himself to play. He attracted the attention of influential persons and his 
father was enlisted to give the son a chance at a musical career. 

In time he went to Italy, where he remained three years. It is said that he won great favor 
from the Italians by his brilliant performance upon the organ. He returned to Germany and 
at Hamburg, which was then a musical center, he produced several operas. His friend, the 
Elector of Hanover, had gone to England and in time by right of succession became King 
George I. Handel went to England and through royal favor and display of fine musical abil- 
ity he came into great publicfavor. 

Handel composed many operas for his London audiences, but very like so many Italian 
operas of the day, the dramatic sentiment was missing. His importance is principally in con- 
nection with the oratorio. His orchestration is richer than that attempted by Bach and it is 
more interesting and elaborate than that of any other composer of his day. He also composed 
for the harpsichord. These compositions are available for the piano. 


Harmonious BLAcKsMITH , : . 6020-4 Larco (Arranged) °. : : ? te63733 
HornPIPE : : : : : . 6754-3 
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Duo-Art Records of Compositions by GEORGE FRIDERIC HANDEL 

TITLE PLAYED BY ROLL NO. 
HARMONIOUS BLACKSMITH, THE. (Air and Variations) . : Haroitp Baver 6468-4 
HARMONIOUS BLACKSMITH, THE. (Air and Variations) . ; TERESA CARRENO 6020-4 
HEAR ME! YE WINDS AND WAVES. From the Opera “‘Scipio.”’ 

Accompaniment Roll. Bass in G-Minor . : ; CHARLES GILBERT Spross 11168 
HORNPIPE. From the ‘“‘Water Music”. : : 3 Percy ALDRIDGE GRAINGER 6754-3 
LARGO. From *‘‘Xerxes”’ } : : - : : é é Harotp Bauer 6373-3 
LARGO : : . : : F : : ‘ ; : Gu1omAr Novags 66070 
LARGO. “Ombra Mai Fu.’’ Accompaniment Roll. Alto in E-flat : CoznraaD V. Bos 11348 
LARGO and ‘‘O SOLE MIO.”’ By di Capua. Song Roll. : . Gesorce H. Gartitan 101886 
MARCH FROM “‘SCIPIO’’ and THE PRIEST’S MARCH by Mendelssohn . Ray Perxins 67928 
OMBRA MAI FU. See ‘‘Largo.”’ 

JAMES F. HANLEY 
JUST A COTTAGE SMALL BY A WATERFALL. Song Roll . ; ; Puit Ouman’ 102895 
GUY D’HARDELOT 
BECAUSE. Song Roll. ; ; : : : ‘ : ‘ Fetrxx ArNpT 100035 
I KNOW A LOVELY GARDEN . R ; : : ‘ ; Ferrx ARNDT 55066 
ANNIE FORTESCUE HARRISON 
IN THE GLOAMING. Song Roll . : 4 : : : : Erno Raprgee 100795 
EMMA LYON HATCH 
HYACINTH, THE. Intermezzo ‘ . : ‘ 5 F . Rosperr ARMBRUSTER 68317 
CHARLES B. HAWLEY 
BECAUSE I LOVE YOU DEAR. Song Roll : 2 fi . . Rosert ARMBRUSTER 100945 
BECAUSE I LOVE YOU DEAR. Song Roll ; F F : ’ Fertrx Arnot 100095 
ALICE HAWTHORN 
LISTEN TO THE MOCKING BIRD. Song Roll. And OLD OAKEN 
BUCKET by Woodworth : : : : ; : : Erno Rapee 100546 
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S/F SHAS iM TOES a 
Franx Josef Haydn a. 


Born in Rohrau, Austria, March 31, 1732 
Died in Vienna, May 31, 1809 


AYDN was a composer of instru- 
mental works principally. His first 
compositions are said to show the 8 

influence of Bach. By a queer coincidence -8 
during thelast monthsofBach’slifeat Leip- 5 
zig the young musician Haydn, at Vienna, 
was seeking to lay the foundation for a mu- 
sicianship that would fit him in time to be- 
come the next great leader in the musical 
world. 

Haydn was a member of an Austrian 
peasant family. His father was a wheel- 
wright. When very young he showed de- 
cided musical ability butas his parents could 
not help him, he was aided by a distant rel- a | 
ative who placed him in a choir school RS eS NUS UN Me ie : 
wh ere h e b ec amea fin es in g er. H e attr acte d Ninn OOHANDAHANONEADOHHRONEAAAOGARARR000000020%CIK~_ 
the attention of the choirmaster at the church of St. Stephen at Vienna who undertook his 
education, but when his voice changed he was without employment or instruction. There 
were many privations and disappointments during the time of struggle for recognition in the 
world of music. Then, fortunately, Prince Esterhazy of Eisenstadt, Hungary, engaged him 
as director of the music for his court. Haydn was now free to compose. He had at his disposal 
an excellent orchestra and incited by his patron he devoted himself to the development of 
his genius. 

After the death of Prince Esterhazy, Haydn was brought to London by Salomon, the 
publisher. Here he produced many of his best symphonies. These are considered to be the 
culmination of his orchestral style. He returned to Vienna where he wrote his great oratorios, 
of which the greatest is ““The Creation.” 


Haydn is best known through his sonatas, symphonies and string quartets. He has been 
called ‘‘Father of Symphony”’ and ‘‘Father of Sonata Form.”’ This is true in part. The sym- 
phony and sonata are much older forms, but Haydn did perfect and extend these forms 
through his genius. 

The predominating note in Haydn's music is its naturalness, which is united with a 
certain jovialty and simplicity of sentiment. His minuets are distinctive for their charm and 
piquancy. His art rests on itself without any extraordinary means. It is simple but in its 
simplicity it is varied and full of contrasts. 

Sonata IN D, No. 7 ‘ , . 6835-4 Quartet, Op. 76, No. 3—Adagio . : 514-4 


Duo-Art Records of Compositions by FRANZ JOSEF HAYDN 


TITLE. PLAYED BY ROLL NO. PRICE 


CREATION, THE. With Verdure Clad. Accompaniment Roll. High 
Voice in B-flat ; ; ; : 
GIPSY RONDO. See ‘Trio, No. 1,”’ Third Movement. 


-{ 49 iz 


Exva Fartu Riper 12367-S 1.75 


DUO-ART PIANO MUSIC 


--0S(0)* 
QUARTET. Op. 76, No. 3. Second Movement: Adagio. ee Hi 2) 

Davee ae : : Harotp Baver 
SONATA IN D. Allegro, PAgss and per Rupotpxu Ganz 
TRIO NO. 1 IN D MINOR. Op. 49. Piano Part. Sheniies Music. Bitse 

Movement: Andante 5 Heien NorFieEet 


TRIO NO. 1 IN D MINOR. Op. 49. Piano Pare. Oram Music. Seceed 

Movement: Poco Adagio; and Third Movement: Rondo all’ 

Ongarese (Gipsy Rondo) : ; : : ; , Hien Norfleet 
WITH VERDURE CLAD. See ‘The Creation.” 


WILLIAM SHAKESPEARE HA YS—1837-1907 


MOLLY DARLING. Song Roll ‘ : ; : j 5 CHARLES GILBERT SPROsS 
RAY HENDERSON 

I WISH THAT I’D BEEN SATISFIED WITH MARY. Song Roll . Ropert ARMBRUSTER 

TOO MANY PARTIES, TOO MANY PALS. Song Roll. 2 5 ; Putt OHMAN 


HAROLD HENRY 
(For Portrait and Biographical Sketch, see Interpreters List) 


DANCING MARIONETTE F 4 x 2 i 5 : Haroitp Henry 
WHILE THE PIPES PLAYED K 3 ‘ Z - 4 : Harotp Henry 


SIR GEORGE HENSCHEL—1850 
MORNING HYMN. Op. 46, No. 4. Accompaniment Roll. Soprano in E Cornraap V. Bos 


ADOLF VON HENSELT—1814-1889 


AVE MARIA (Etude). Op. 5, No. 4 : : , : : , Marx HamsourG 
BERCEUSE IN G-FLAT 3 : ; : ’ 3 . Leopotp Gopowsxy 
DUO (Repos d’Amour). Op. 2, No. 4 : ; : : : Georoia Hart-Quicx 
ETUDE. Op. 2, No. 6. See ‘‘Were I a Bird.” 
ETUDE. Op. 5, No. 2 (Pensez un Peu a Moi) . ; : ; : AvuRELIO GiorNnI 
GONDOLA, LA. Op. 13, No. 2 : : : : é . . Leorpotp Gopowsky 
PETITE VALSE. Op. 28, No. 1 : . : : : : AURELIO GiorNI 
WERE I A BIRD (Etude). Op. 2, No.6 . : , ; : : ELLEN Baton 
WERE TPA BIRD (Etude). Op. 2) Nor6.% : : ; . ARTHUR FrigpHEIM 
VICTOR HERBERT 
(For Portrait and Biographical Sketch, see Interpreters List) 

AIR DE BALLET : ; ; ; . Carotyn Cons Batpwin 

“BABES IN TOYLAND”’ SELECTIONS ~ ; : : < . Rosert ARMBRUSTER 
BADINAGE . : : 4 : : : : : : . Constance MERING 
BADINAGE : : : : p : CLARENCE ADLER 
CUBAN AND ORIENTAL SERENADES- : f ; : . Ropert ARMBRUSTER 
GYPSY LOVE SONG. From “The Fortune Teller.’’ Song Roll . Rosert ARMBRUSTER 
INDIAN SUMMER; and DAGGER DANCE from ‘‘Natoma’’ . . Rospert ARMBRUSTER 
KISS ME AGAIN. “Mile. Modiste’’ : ; 5 ; ; : . Frank Banta 
KISS ME AGAIN. Song Roll. Key of G . ; : : . Rospert ARMBRUSTER 
KISS IN THE DARK, A. Song Roll , , ; Put OHMAN 
KISS IN THE DARK, A. “‘Concert Music at the Drake Hotel cae 

cago,’’ from programs by Henry Selinger’s Ensemble . Ropert ARMBRUSTER 

MARCH OF THE TOYS. ‘‘Babes in Toyland”’ . : : ; ; . Frank Mine 
NATOMA. See “Indian Summer’ and ‘‘Dagger Dance.” 
“NAUGHTY MARIETTA.” Selections . 5 : : ; . Rosert ARMBRUSTER 
PANAMERICANA : : : ; : : : E : . Frank Banta 
PUNCHINELLO . : F ; : ; E : : : Fertrx ARNDT 

“RED MILL.”’ Selections : ; ; : : . Rosert ARMBRUSTER 
ROSE OF THE WORLD. From ‘ BA ree: “Concert Music at the 

Waldorf Astoria, New York”’ . : ae 5 . Ropert ARMBRUSTER 
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COMPOSERS, LIST 


050) 
SPANISH AND CHINESE SERENADES ‘ é : . Rosert ARMBRUSTER 67888 
SUITE OF SERENADES, A. See ‘Cuban and Oriental S Semaer “Spanish and Chinese Serenades.”’ 
TO THE LAND OF MY OWN ROMANCE. ‘‘The Enchantress.”’ 
Concert Music at the Hotel Commodore . : ; . Rosert ARMBRUSTER 70049 
WHEN YOU'RE AWAY. “‘The Only Girl”. : Victor Herspert 57667 
WHEN YOU’VE GOT THE BALL AND CHAIN AROUND YOUR 
ANKLE. ‘‘Radio Favorites, No. 1.’’ Arranged by Robert 
Armbruster. : j F : 3 ; 5 . Rosert ArMBRusTER 70868 
HERON-MAXWELL 
KEEP ON HOPIN’. Accompaniment Roll in E-flat . ; : . Exva Faera Riper 12746-S 
RICHARD HEUBERGER 
MIDNIGHT BELLS. From ‘‘The Opera Ball”’ 3 : : , Davip PrsetzK1 70547 
GILES HIGGINS 
MY LOVELY CELIA. Accompaniment Roll. High Voice . : : Exva Fareru Riper 12696-S 
ARTHUR HINTON—1869 
FIREFLIES (Scherzo). No.3 . : : : : ; é . KatHaringe Goopson 6322-3 
AUGUST HOFFMANN 
MERMAN, THE . : ¢ ; ‘ ; : i ; : ? Fetix ARNDT 62626 
JOSEF HOFMANN 
(For Portrait and Biographical Sketch, see Interpreters List) 
BERCEUSE . : : : : : : 3 Joser Hormann 6821-4 
ETUDE FOR THE LEFT HAND ; : : ; ; : Joser Hormann 6753-4 
KALEIDOSCOPE. Op. 40, No.4. Nae : : é : : JoseF Hormann 6845-8 
NOCTURNE (Complaint). From ‘‘Mignonettes’’ ; : ‘ Joszr HormMann 6696-5 
(See also ‘‘Michel Dvorsky.’’) 
URSULA DIETRICH-HOLLINSHEAD 
EGSTASY VALSE . . “ : 5 , Ursuxa Dietrica-Ho.uinsHeap S-31317 
EDVARD HOLST—1843-1899 
DANCE OF THE DEMON. Grand Galop de Concert ; ; CuHARLEs GILBERT Spross 63029 
JUNE-BUG’S DANCE. Polka-Rondo . : ; : , : GENEVIEVE Pitot 68507 
EDWARD JOHN HOPKINS—1818-1901 
SAVIOUR, AGAIN TO THY DEAR NAME . A - : . Ina Warwick Porson 100715 
EDWARD HORSEMAN 
BIRD OF THE WILDERNESS, THE. page ss Roll. oot 
in D-flat : : : : ; : ARCHIBALD SEssions 12288-S 
KARL HOSCHNA 
CUDDLE UP A LITTLE CLOSER. ‘‘Radio Favorites, No. 1." Ar- 
ranged by Robert Armbruster eit : ; : . Rosert ARMBRUSTER 70868 
GEORGES-ADOLPHE HUE—1858 
I WEPT, BELOVED, AS I DREAMED. Song Roll in D-sharp Minor Corinne Wo.eERsEN 11235-S 
CHARLES HUERTER 
EVENTIDE i j ; . Irene pi GIovANNI 65368 
HONEY CHILE. Pecan nacimnent Roll. Wow eS in an flat ; ; . Litrran Setter 12096-S 
MELODIE . : . Ropert ARMBRUSTER 64918 
PIRATE DREAMS. pene nicest Roll. ition Mroiced in A- VE. : . Frank La Force 11056 
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BRUNO HUHN—1871 
INVICTUS. Accompaniment Roll. Medium Voice in G Minor . : Frank La Force 12107-S 
JOHANN NEPOMUK HUMMEL—1778-1837 
RONDO, ALLA TURCA. From Trio, Op. 22, and BOUREE by Bach. 
Piano Part. Chamber Music . ; ; : : Heien Norrrzet 67498 
ENGELBERT HUMPERDINCK—1854-1921 
DREAM MUSIC From ‘‘Haensel and Gretel’”’ . : ‘ : . Rosert ARMBRUSTER 65878 
W. M. HUTCHINSON 
DREAM FACES. Song Roll . : : : : : : : ? Erno Rapre 100725 
McNAIR ILGENFRITZ 
(For Portrait and Biographical Sketch, see Interpreters List) 
BROOK, THE : A : : : . McNair Incenrritz 56059 
ETUDE ON CHOPIN’S ° ‘MINUTE WALTZ” : : : ; . McNarr Incenrritz 55819 
HESITATION WALTZ . ‘ ; : ; ; ; : ‘ : Ferrx ARNDT 55578 
POEM PASSIONEE : : ; f : ; : : ~ McNair Itcenrritz 55358 
ALEXANDER ALEXANDROVITCH IL YINSK Y—1859 
BERCEUSE. Op. 13 ; : : ; : : s , : ; JouNn Powett 62810 
VINCENT D’ IND Y—1851 
POEME DES MONTAGNES (Suite). Op. 15, No. 3. Plein Air . : . Ropert Lortat 5929-3 
CARRIE JACOBS-BOND 
I LOVE YOU TRULY. Song Roll : : 5 : : : . Ferrx Arnpt 100375 
JUST A-WEARYIN’ FOR YOU. Song Roll : : 3 eos ee Ferixx Arnpt 100285 
PERFECT DAY, A : § ; : ; 5 : : : ' Fevix ArnNpbT 58025 
EDWARD JAKOBOWSKI 
““ERMINIE.”’ Selections . : a ; : : ‘ : . Rospert ARMBRUSTER 68029 
ELSIE JEAN 
PUSSY WILLOW, FORGET-ME-NOT, DUTCHMAN'S BREECHES. 
From ‘‘Fairy Flowers.’’ Song Roll. KeyofD . ; ‘ Henri BercmMan 101638 
C. W. JENKINS 
IMPROVISATION . : : é : 2 ; ‘ : : C. W. Jenxins S-31248 
ADOLF JENSEN—1837-1879 
HAPPY WANDERER, THE. Op. 17, Ne. 2. Piano Part. Orchestral 
Series. Transcription by Coerne : ‘ : ; : ARTHUR SHEPHERD 68198 
MURMURING ZEPHYRS : : . : : ; : : . Ruporepx Ganz 6172-3 
PAUL F. JOHANNING 
YELLOW JONQUILS. Danse a la Gavotte : : : . : . Jutius CHENDEL 66506 
ALBERTO JONAS 
(For Portrait and Biographical Sketch, see Interpreters List) 
PASTORALEOp; 19; No. 1). , ‘ ALBERTO Jonas 64628 
ROUND GRIM TOTEMS. Indian Dance. Foe “Childhood Maes i 
Ndalls: : : : : ; : : , 5 ALBERTO JONAS 62869 
EMMERICH KALMAN 
“COUNTESS MARITZA’’ SELECTIONS—Play Gipsies! Dance Gip- 
sies!; The One I’m Looking For; Say Yes, Sweetheart, Say 
Yes; Dear Home of Mine, Goodbye . ; ; : . Roserrt ArMBRuSTER 70479 
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eS) 
LOVE’S OWN SWEET SONG. From ‘“‘Sari.’”’ “‘Concert Music at the 
Hotel Commodore”’ : Rospert ARMBRUSTER 
THROW ME A ROSE. From ‘‘Miss Sprin pumed: CGoncert Music at the 
Waldorf, New York”’. : : : 4 : . Rosert ARMBRUSTER 
KAWELO-ZAMECNIK 
SUNSET LAND—ALOHA (Hawaiian Reverie) : ; , . Rospert ARMBRUSTER 
EDWIN F. KENDALL 
CHARM D’AMOUR (Love’s Spell). Hesitation Waltz , : ; GENEVIEVE Pitot 


JEROME KERN 
BABES IN THE WOOD. ‘‘Radio Favorites, No. 1.’’ Arranged by 


Robert Armbruster . 2 : : : : ‘ . Rosert ARMBRUSTER 
JOHANNA KINKEL 
SOLDIER’S FAREWELL, THE (How Can I Bear to Leave Thee and 
A Warrior Bold) by Adams. Song Roll. : : : : Erno RapeE 


HAZEL GERTRUDE KINSCELLA 
PIANO TEACHING SERIES. Ding Dong Bell, Village Dance, 
Evening Song, Jolly Time, The Moon Shepherd Hazext GERTRUDE KINSCELLA 
PIANO TEACHING SERIES. Ten Tiny Tunes, Nos. 1-5. The 
Clock, At the Party; The Village Band; By Candle- 
light; With Dancing Step ; Haze GERTRUDE KINscELLA 
PIANO TEACHING SERIES. Ten Little Dey Nee 6-10. At 


Twilight; Marching On; Playing Tag; Ghosts; Lullaby Hazex Gertrupe KinsceLia 
HALFDAN KJERULF—1815-1868 


LAST NIGHT. Accompaniment Roll in G : : : ; ; ; Erno Rapes 
NELSON KNEASS 
BEN BOLT. Song Roll : : : : é : CuHar es GILBERT SpRoss 
GENARI KORGANOFF— 1858-1890 
ADIEU (Melodie). Op. 20, No.1. ; : ? ae: fh MotssaYE BoGusLAWSKI 
BERCEUSE. Op. 22, No. 3 ‘ ; : ; ; ; ; . ALEXANDER LAMBERT 
VALSE IN A-FLAT. Op. 20, No. 3 ; 4 A : ’ : . ELEANor SHaw 
ERICH WOLFGANG KORNGOLD— 1897 
BROWNIES (Wichtelmannlein). Op. 3, No. 4 : : : . Frances Haru 
FAIRY TALE RECITES AN EPILOG, THE, Op. 3, No. 7 : ‘ Daisy HorrMAN 
HENRI KOWALSKI—1841-1916 
SALUT A PESTH. Hungarian Concert March . : . : Jutius SCHENDEL 
FRITZ KREISLER—1875 

CRADLE SONG. Accompaniment Roll. Medium Voice i in E-flat . ; Litiian SELLER 
CAPRICE VIENNOIS . ’ 5 : ; 3 Erno Raper 
CAPRICE VIENNOIS. Fe ratpaninient Roll. Solio . ANnprRE BENOIST 
HUMORESQUE. Op. 101, No. 7. Transcription from Dvorak. Tage 

paniment Roll. Violin . : . AnpbrE BENOIST 
INDIAN LAMENT IN G MINOR. Meansedtption fon Deena ; . Francis Moore 


LIEBESFREUD (Love's Joy). See ‘Old Viennese Dance-Tunes”’ 
LIEBESLEID (Love’s Sorrow). Old Viennese Dance Tunes No. 2. 


Violin Accompaniment . GrorceEs ENEsco 
LIEBESLEID (Love’s Sorrow). Old iennese, anes: Tne: No. 2. 
Transcription by Rachmaninoff : : ‘ WiLHELM Bacuaus 
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250) 
OLD REFRAIN, THE (Viennese Popular Song) ‘ . Ruporepw Ganz 64700 
OLD VIENNESE DANCE-TUNES (Alt. Wiener Tanzwetcan! Tove s 
Joy CLiebesfreud), No.1. : Joun THompson 58648 
OLD VIENNESE DANCE-TUNES (Alt Wiener Tanzweiean Love’ s 
Joy CLiebesfreud), No. 1. Accompaniment Roll. Violin or 
Cellom a ; , Maurice Damsois 10238 
OLD VIENNESE DANCE- TUN ES CAlt Wiener Tancween | Beaueifat 
Rosemary (Schén Rosmarin) . JouN THompson 58998 
SCHON ROSMARIN (Beautiful Rosemary). See’ ‘Old Vaan Dane Taner’ a 
TAMBOURIN CHINOIS : : : Eva Fart Riper 12546 
VIENNESE DANCE-TUNES. See “Old Vinee Dae ere 
VIENNESE POPULAR SONG. See ‘The Old Refrain’’ 
JOHANN KUHNAU—1660-1722 
COMBAT OF DAVID AND GOLIATH, THE . : 4 : > . Awtrrep Kucet 68979 
CHARLES KUNKEL 
ALPINE STORM. Op. 105. : A - : . : GENEVIEVE Pitot 67998 
ALBERT KUSSNER 
MOON MOTHS . . : : : é . : : é ; Fetix ARNDT 61848 
JOSEPH LABITZK Y—1802-1881 
ALP-MAID’S DREAM. Op. 45. Idyll wate : : : . Fannie Votey Rocers 63129 
THEODORE LACK—1846 
IDILIO. Op. 134. ; 4 : : : : : ; - Rosert ARMBRUSTER 68866 
FRANK LA FORGE 
(For Portrait and Biographical Sketch, see Interpreters List) 
FLANDERS REQUIEM (America’s Answer). Accompaniment Roll. 
For Chorus of Men’s Voices inE  . Frank La Force 11006 
I CAME WITH A SONG. Accompaniment Roll. Hieh Vor! in G-flae: Frank La Force 10988-S 
LIKE A ROSEBUD. Accompaniment Roll. High Voice inF  . 3 Frank La Force 10078-S 
ROMANCE . , ; : ; ; ; ; : ; : Frank La Force 62799 
ROMANCE . , . Exeanor SHaAw 60867 
SONG OF THE OPEN. Accompaniment Roll. Hien Vain in F Mino. Frank La Force 12458-S 
VALSE DE CONCERT . , ; ; : : : : Frank La Force 65908 
EASTWOOD LANE 
CRAP SHOOTERS, THE. From ‘Five American Dances’’ . § é Exva Fartu Riper 69338 
IN SLEEPY HOLLOW . 5 : : é : ; . ; . AnpreEw HaicuH 68709 
MARGARET R. LANG 
IRISH LOVE SONG. Op. 22, Mavourneen. Song Roll ; ; : . RuporexH Ganz 11388-S 
IRISH LOVE SONG, AN. Op. 22. Song Roll, Key of E_ . é : ; Oscar Haase 101455 
MAVOURNEEN. See Irish Love Song 
GUSTAV LANGE 
FLOWER SONG (Blumenlied). Op. 39. ; : : : ; Rosert SUMMERS 67366 
JOSEPH LANNER—1801-1843 
VALSES VIENNOISSES. Transcription by Landowska : . Wanpa Lanpowska 6828-3 
RAOUL LAPARRA 
(For Portrait and Biographical Sketch, see Interpreters List) 
SPANISH RHYTHMS. Flamenco Song, No. 4 . , : ‘ : Raout Laparra 57227 
SPANISH RHYTHMS. Solea (Gypsy Dance), No. 6 . : , : Raout Laparra 58127 
SPANISH RHYTHMS. The Bullfighters (Paseo), No.7... : é Raout Laparra 59288 
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JOAQUIN LARREGLA 
COQUETTE MAZURKA ; : : : ‘ : : ; GENEVIEVE Pitot 


CALIXA LAVALLEE—1842-1891 
PAPILLON, LE (Butterfly). Etude . : : : : : : Beryt RusINsTEIN 


LOUIS LEFEBURE-WEL Y—1817-1869 
MONASTERY BELLS. Op. 54 : i . : 5 F Cares GILBERT SPROsSS 


ETHEL LEGINSKA 
(For Portrait and Biographical Sketch, see Interpreters List) 


CRADLE SONG _. F : : : ; : : : : . Erne, LEGINSKA 


FRANZ LEHAR—1870 


“GYPSY LOVE”’ WALTZES. See ‘* Merry Widow.”’ 
““MERRY WIDOW”’ and “GYPSY LOVE”’ WALTZES_ . 4 . Rosert ARMBRUSTER 
WALTZ MEDLEY. ‘‘Say Not Love Is a Dream,’’ ‘‘The Count of Luxem- 

bourg,’’ ‘‘Sympathy”’ by Frim] and ‘‘My Beautiful Lady’’ by 


Aryl = ot : : : : : : : ‘ . Rosert ARMBRUSTER 


LIZA LEHMANN— 1862 


AH, MOON OF MY DELIGHT. See ‘‘In a Persian Garden.”’ 
HAPPY PRINCE, THE. Incidental Music. Accompaniment Roll for 


Recitation, with Words . . Rosert ARMBRUSTER 
IN A PERSIAN GARDEN. Ah, Moon of My Boliche Sane Roll . Rosert ARMBRUSTER 
IN A PERSIAN GARDEN. Ah, Moon of My Delight. Accompaniment 

Roll. High Voice inG . Frank La Force 
IN A PERSIAN GARDEN. Myself When vonne Accompaniment Roll. 

Low Voice in E-flat ‘ : . Upa Wa prop 


MYSELF WHEN YOUNG. See ‘‘In a Deptt Cee ee 


EDWIN H. LEMARE 
(For Biographical Sketch, see Interpreters List) 


MMMMTCTINOIND-FLAT . . .  . =. ~~. ....  -Epwiv H. Lemare 


RUGGIERO LEONCAVALLO— 1858 


BALLATELLA (Bird Song). See ‘I Pagliacci.”’ 

I PAGLIACCI. Ballatella (Bird Song). Accompaniment Roll. Soprano in C Coznraap V. Bos 
I PAGLIACCI. Prologue. ae ara Roll. Baritone inC . ; CornraaD V. Bos 
I PAGLIACCI. Selections : : : : ’ . Rosert ARMBRUSTER 


, FRANCO LENOI 
THE BIRTH OF MORN (Dawn), B-flat. Accompaniment Roll.. . ~~ Exva Fartu Riper 


THEODOR LESCHETIZK Y—1830-1915 


ARABESQUE EN FORME D’ETUDE. Op. 45, No. 1 : : i Eruet LreGcinska 
ARABESQUE INFORMOFANETUDE . . ; , : ; Dr. D. J. Toomas 
ETUDE HEROIQUE. Op. 48, No. 3 : : : : : : Guromar Novaes 
ETUDE IN F MINOR (La Piccolo) : ee: Davip PrseTzxk1 
GAVOTITE AND VARIATIONS. or ecanton fom Reames : : Eruet LreGiInska 
INTERMEZZO IN OCTAVES. Op. 44, No. 4 . : 5 : Ossie GABRILOWITSCH 


PICCOLO, LA. See ‘‘Etude in F Minor.”’ 
SOURCE, LA. See ‘‘The Spring.”’ 


SPRING, THE : : : ‘ z Marx HamsourG 
TWO LARKS, THE. Op. 2, No. 1 Gimptorpea) : : c ‘ Erne LecinsKA 
TWO LARKS, THE. Op. 2, No. 1 (impromptu) ‘ : Lionex Levinson-SINCLaIR 
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MISCHA LEVITZKI—1898 
VALSE IN A MAJOR. Op. 2 . ; : : ; : ; . Constance Merinc 69758 
ALEXANDER LEVY 
TANGO BRAZILEIRO . : . : ; A ‘ : ; GutomAr Novagss 6224-4 
IGNACE LE YBACH—1817-1891 
FIFTH NOCTURNES Op. 52>. 3 ; , CLARENCE ADLER 58286 
‘‘NORMA”’ FANTASIA (On Themes by Wintedes Ballin) : . Rospert ARMBRUSTER 70619 
ANATOLE LIADOFF—1855-1914 
BARCAROLLE IN F-SHARP. Op. 44. ; , ; : . Georce McManus 62759 
BARCAROLLE IN F-SHARP. Op. 44 : . ALEXANDER Borovsky 68640 
GOOLENKI (Cradle Song). And ° ‘FANTASIA” by Shubere : : ALEXANDER SILOTI 68759 
MUSIC BOX, THE (Une Tabatiere a Musique). Op. 32. ; ‘ Eruet Lecinska 67319 
PRELUDES IN D-FLAT. Op. 10, No. 1 and Op. 57, No. 1 Navi REISENBERG 69880 
LOUIS LIEBE 
AUF WIEDERSEHN (Until We Meet Again). Op. 52 : : ; é Oscar Haase 101705 
EMIL LIEBLING—1851-1914 
FLORENCE WALTZ (Grande Valse Brillante). Op.12 . 4 3 GENEVIEVE Pitot 67677 
THURLOW LIEURANCE 
(For Portrait and Biographical Sketch, see Interpreters List) 
AMERICAN INDIAN RHAPSODY : : : ; ; : Haroxtp Lewis 68067 
BIRD AND BABE. See “‘By Weeping Waters.”’ 
BY THE WATERS OF MINNETONKA. Piano Solo ; . Tauritow LizuraNnce 67347 
BY THE WATERS OF MINNETONKA. Accompaniment Roll. Sopeane 
in A : ; Frank La Force 10166-S 
“BY WEEPING WATERS” 4 “THE BIRD AND THE BABE” . Txuuritow Lizurance 11868 
LULLABY. See “‘W2-um.”’ 
RHAPSODY. See ‘American Indian Rhapsody.”’ 
“WHERE DAWN AND SUNSET MEET” and ‘““WHERE DROWSY 
WATERS STEAL”’ : J TxurLow Lizurance 102988 
“WHERE DROWSY WATERS STEAL.’ s ee “Where Deen ana Se Meet.’ 
““WI-UM”’ and ‘““LULLABY’’ (Sweet as an Angel’s Tear) ; .  THurtow Lizurance’ 11478 
HENRIQUEZ DE LIMA 
GAVOTTE. Op. 3 : F : ; : ; : ; .  HeEnrIQUEZ DE Lima 64307 
PAUL LINCKE—1866 
GLOW-WORM, THE (Idyl) . ; : 2 : : : , : Erno Rapee 63868 
UNREQUITED LOVE. Waltz : . 3 : : ‘ . Fetrx ARNDT 57095 
ERNST LINKO 
(For Biographical Sketch, see Interpreters List) 
OLD FINNISH DANCE. Polska : : : Ernst Linxo 63718 
PRELUDE IN FINNISH STYLE and OLD FINNISH WALTZ ; : Ernst Linxo 63428 
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Born in Raiding, Hungary, October 22, 1811 
Died in Bayreuth, Germany, July 31, 1886 


HEN Franz Lizst was but six years 

of age, he stepped to the piano and 

reproduced a theme from a con- 
certo his father had just been playing. This 
act of the child helped to determine the ca- 
reer of the man. His father, being a teacher 
of music, began to take interest in his son. 
At the age of nine he had lessons with Carl 
Czerney, whose piano studies are still in 
vogue. At the age of eleven he gave a con- 
certin Vienna and his fameasa player grew. 
At fifteen he had finished a set of twelve 
etudes for the piano which were considered 
to be important. Then his father died and 
for a time his studies in music ceased. But 
Paganini, the world renowned violin vit- Xo SeNG 
tuoso caine into his life and this influenced "=" 
him to resume serious study of music again. He determined to develop a skill in piano tech- 
nique equal to that of the master of the violin. He rewrote the Paganini Violin Caprices, 
changing them into piano studies. In time he was considered to be an innovator of piano 
technique and as a player he was called the king of pianists. 


His career as a piano virtuoso was notable. He also took up teaching and was equally 
successful. He became the teacher of many of the world’s later piano artists. As a composer 
for the piano his works include both original pieces and transcriptions. These latter are song 
compositions or violin compositions, etc., arranged for the piano. 

PaGanini Etupe No.2 . ; : . 6005-4 Pacantni Erupe No.5 . : : . 5671-6 

La CAMPANELLA .. : : : . 6666-4 

His Hungarian Rhapsodies are brilliant transcriptions of original Gipsy themes. They 
suggest an atmosphere of Gipsy life. They are characteristic of this people's variable temper- 
ament. These are the compositions by Liszt that are particularly considered to be national- 
istic. 

HuncariANn Ruapsopy No. 2 . ; . 6670-0 HuNGaARIAN Ruapsopy No. 12 ; . 6139-0 

HuncGariAn Ruapsopy No. 10 : . 6568-0 HuncGariAN Ruapsopy No. 15 ; nn 6526-5 

A tribute to Lizst would not be complete without a representation of the symphonic 
poem—a form in music composition that has its origin in him. It is a composition for an or- 
chestra or piano that has its motive in a poem, story or picture. 


Av BorpD D'UNE SOURCE . : ; . 6664-3 Lizsesrraum, Nocturne No. 3 , i 59349 
St. Francis WALKING ON THE WAVES . 6207-4 MicNon’sSonGc . ; : 3 O62 55-5 


Duo-Art Records of Compositions by FRANZ LISZT 


TITLE PLAYED BY ROLL NO. PRICE 
ANNEES DE PELERINAGE (Years of Pilgrimage). Au Bord d'une 
Source (At the Spring) . : ‘ : ’ " AutrreD Cortot 6664-3 2.75 


57 


DUO-ART PIANO MUSIC 


@5(0)* 
ANNEES DE PELERINAGE (Years of Pilgrimage). Deuxieme Annee 
en Italie. Sposalizio ; LesteR DonanuE 57449 
ANNEES DE PELERINAGE (Years of Piemnace® Gondslicns NG 1 
from ‘‘Venezia e Napoli’’ (Venice and Naples) . : : RupotpH Ganz 6571-3 
ANNEES DE PELERINAGE (Years of Pilgrimage). Les Jeux d’Eaux a 
la Villa d’Este (Play of the Fountains at the Villa d’Este) ARTHUR FRIEDHEIM 57240 
ANNEES DE PELERINAGE (Years of Pilgrimage). On Lake Wallen- 
stadt : P ARTHUR FRIEDHEIM 67630 
ANNEES DE PELERINAGE Creare of Piece Sonne 104 del 
Petrarca (Petrarch) : ’ CAROLYN CoNE BaLtpwiIN 57299 
ANNEES DE PELERINAGE (Years of Pilenmaees eonnerre 123 del 
Petrarca : OuiverR DENTON 6288-3 
ANNEES DE PELERINAGE (Yeats of Piles Tarantella on 
“Venezia e Napoli’’ ; JoserF Hormann’ 6375-6 
AU BORD D’UNE SOURCE (At the Sea cae has ‘7 Pane ; 
BENEDICTION OF GOD IN SOLITUDE. From the ‘‘Harmonies, 
Poetic and Religious”. : : ‘ : ALEXANDER SILOTI 6636-4 
CAMPANELLA, LA. See *‘ Paganini Etude, No. 3.’ 
CHASSE, LA. See *‘ Paganini Etude, No. 5.’ 
CONCERT ETUDES. No. 1. Waldesrauschen (Murmuring Woods) . JosErF Hormann 6708-4 
CONCERT ETUDES. No. 1. Waldesrauschen (Murmuring Woods) . Lester DoNAHUE 57369 
CONCERT ETUDES. No. 2. Gnomenreigen (Dance of the Gnomes) . Gutomar Novass 67930 
CONCERT ETUDES. No. 2. Gnomenreigen (Dance of the Gnomes) . Tina Lerner 60680 
CONCERT ETUDES. No. 2. Gnomenreigen (Dance of the Gnomes) . WintFreD Byrp 63210 
CONCERT ETUDES. No. 3 in D-flat ‘ : : : : : Freperic LamMonp 67510 
CONCERT ETUDES. No. 3 in D-flat ‘ ; ; E f . Macpererne Brarp 65770 
GONCERTO PATHE TIOUB : ; : Tina LERNER AND © 
VLADIMIR SHAVITZ 62130 
CONSOLATION IN D-FLAT. No. 3 : : : ‘ ; : Ernest HutcHeson 65470 
CONSOLATION IN D-FLAT. No. 3 : : : : . Paquira Mapricuera 60758 
DANCE OF THE GNOMES. See “‘Concert Etude, No. 2." 
DEDICATION (Widmung). Transcription from Schumann : ; WiLt1AM Bacuaus 6958-3 
DEDICATION (Widmung). Transcription from Schumann ‘ : ArTauR SHatTtuck 60279 
DEUXIEME ANNEE EN ITALIE. See “‘ Annees de Pelerinage.”’ 
DON JUAN FANTASIA : : IGnaz FrigepDMAN 6523-6 
DU BIST DIE RUH (Thou Art Repocey Teaeecrden fen Schubert Ernest HutcHEeson 57909 
ERLKING, THE. Transcription from Schubert ; ; ; ; IGnaz FriepMAan 6407-4 
EROICA. See “Etudes d’ Execution Transcendante,’ No. 2. 
ETUDE DE CONCERT. See “‘Concert Etudes.” 
ETUDES D’EXECUTION TRANSCENDANTE: 
No. 2 in F Minor. Leggierezza : ‘ Y . ©. Macpererne Brarp 61579 
No. 5 Feux-Follets (Will-o’-the-Wisp) . : : : Ferruccio Busont 5686-6 
No. 7 in E-flat Major. Eroica . : ‘ : Rosira Renarp 59800 
No. 11 Harmonies du Soir (Evening Harmonies, : .  ArtTHUR FrrepHEIM 5861-4 
FEUX-FOLLETS (Will-o’-the-Wisp). See ‘Etudes d’ Execution transcendante,’’ No. 5. 
FOUNTAINS AT THE VILLA D’ESTE. See ‘‘Annees de Pelerinage.”’ 
GONDOLIERA. See “‘Annees de Pelerinage.”’ 
GNOMENREIGEN (Dance of the Gnomes). See ““Concert Etudes,’ No. 2. 
HARK, HARK, THE LARK. Transcription from Schubert ; IGnace J. PADEREWSKI 6694-6 
HARK, HARK, THE LARK. Transcription from Schubert AURELIO Giorn1 60529 
HARMONIES DU SOIR (Evening Harmonies). See “Etudes d’ ee transcendante,’’ No. 11. 
HUNGARIAN RHAPSODIES (Rhapsodies meee 
No. 2 in C-sharp Minor . F ‘ : IGnace J. PADEREWsKI 6670-0 
No. 2 in C-sharp Minor . : : : : .  ArtHuR FrrepHEem 6151-3 
No. 5 ‘‘Heroide elegiaque’’ in E Maes : : : , ALEXANDER RaaB 56408 
No. 6 in D-flat ; : : , ; ; : F MicHaet ZaporA 5617-4 
No. 8 in F-sharp Minor . : ; F , ‘ . Beryt RusinsTtEIn 59629 
-4 58 p- 
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. 9 “Carnival de Pesth 
. 10 in E Major 

. 10 in E Major 

. 10 in E Major 

. 11 in A Minor 

. 12 in C-sharp Minor 
. 12 in C-sharp Minor 
. 12 in C-sharp Minor 
. 14 in F Minor 

. 15 “‘Rakoczy March”’ in E Mae 

ISOLDE’S LOVE-DEATH (CLiebestod). From ‘Tristan A Isolde,” ’ 

Transcription from Wagner 


win B-flat. 


JEUX D’EAUX ALA VILLA D’ESTE, LES. See * or pee z} Paar ‘i 


LEGENDES. No. 1. St. Francois d’Assise (La Prediction aux Oiseux) 
(The Bird Sermon) ‘ 

LEGENDES. No. 2. St. Francis of Paula Walling on av aaa 

LEGGIEREZZA. See ‘Etudes d’ Execution transcendante,’’ No. 2. 

LIBESTOD. See *‘Isolde’s Love-Death.”’ 


LIEBESTRAUM (Dream of Love). Nocturne No. 1. ‘Exalted Love”’ 


LIEBESTRAUM (Dream of Love). Nocturne No. 
LIEBESTRAUM (Dream of Love). Nocturne No. 
LIEBESTRAUM (Dream of Love). Nocturne No. 


LONGING FOR HOME (Le Mal du Pays), No. 


% “Blissful Death’”’ 
Ame) Lover 
Bar Love. 
8..From “Years of 


Pilgrimage, First Year—Switzerland” — . : 
MAIDEN’S WISH, THE. Op. 74, No. 1. Transcription ae Ghovin 
MAIDEN’S WISH, THE. Op. 74, No. 1. Transcription from Chopin 
MARGARET AT THE SPINNING WHEEL. Transcription from 

Schubert ’ : ; : : 
MIGNON’S SONG : é , 
MURMURING WOODS. See ‘‘Concert Etudes,’’ No. 1. 

MY JOY (MEINE FREUDEN). Op. 74, No. 12. Transcription 

from Chopin . 

NIGHTINGALE, THE (Le ‘etna Teeter otion ane Age. 
NIGHTINGALE, THE (Le Rossignol). Transcription from Aliabieff . 
ON LAKE WALLENSTADT. See ‘* Annees de Pelerinage.”’ 

ON WINGS OF SONG. Transcription from Mendelssohn 


ON WINGS OF SONG. cu Roll. Mezzo- pas in F- 


sharp 
PAGANINI ETUDES: 
No.2 . : : ‘ : : : 
.3 in G-sharp Minor (La Campanella) 
.3 in G-sharp Minor (La Campanella) 
. 3 in G-sharp Minor (La Campanella) 
. 4in E Major (Vivo) : 
. 4in E Major (Vivo) 
. 5 in E Major (La Chasse) 
. 5 in E Major (La Chasse). ee arn ene Roll. First 
Piano Part : 
POLONAISE IN E MAJOR. No. 2 . 
POLONAISE IN E MAJOR. No.2 . : 
RHAPSODIE ESPAGNOLE Crcgen Riana) 
RHAPSODIE HONGROISE. Sve ** Hun eae Rhapsody.” 
SERENADE. Transcription from Sore s ‘‘Swan Songs, No. 4” 
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ARTHUR FRIEDHEIM 


IGnace J. PADEREWsKI 


Ernest SCHELLING 
ARTHUR FRIEDHEIM 
ALFRED CorTOT 
JoseF HormMaANN 


Percy ALDRIDGE GRAINGER 


ALEXANDER SILOTI 
Ionaz FrizpDMAN 
Rupvotps Ganz 


RupoipH GANnz 


ARTHUR FRIEDHEIM 
ARTHUR FRIEDHEIM 


Lester DoNAHUE 
Rupo.tex GANz 
Rupoipeuw GANnz 

ARTHUR SHATTUCK 


Maria CARRERAS 


Icnace J. PADEREWSKI 


ALFRED CorRTOT 


ALEXANDER Borovsky 


RupotpeH GANnz 


IGNnace J. PADEREWSKI 


IGnaz FRIEDMAN 
CAROLYN BEEBE 


ELEANOR SHAW 


CoENRAAD V. Bos 


Haroitp BAuvER 
IGnaz FRIEDMAN 
ARTHUR FRIEDHEIM 
Ferruccio Busoni 
ARTHUR FRIEDHEIM 
MacpELEINE BRARD 
Ferruccio Busont 


Davip CAMPBELL 


Percy ALDRIDGE GRAINGER 


Ferruccio Busoni 
Rostra RENARD 


Haroxtp BAvER 


5816-3 


| 6568-0 


5708-3 
58980 

6135-4 
6139-0 
6497-4 
6585-4 
6808-4 
6526-5 


6504-4 


57180 
6207-4 


57278 
5513-4 
6081-4 
59349 


70500 
6594-8 
6478-4 


67429 
6255-5 


6567-8 
6745-3 
65457 


60938 
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6005-4 
6666-4 
6197-4 
5698-6 
70250 

70249 

5671-6 


31229-S 
6668-4 
5675-6 
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SERENADE. Transcription from Schubert’s “‘Swan Songs, 

INow4icae Lionet Lrevinson-SINCLAIR 
SERENADE. Teapicel tion ane Schober s Osea cae No. ey Daisy NELuIs 
SOIREES DE VIENNE. No. 6. Valse Caprice. After Franz Schubert . ALEXANDER RaaB 
SOIREES DE VIENNE. No. 7. Valse Caprice . : Cart FRIEDBERG 
SONATA IN B MINOR. First Movement. Lento; Alleeren energico . Ernest SCHELLING 
SONATA IN B MINOR. Second Movement: Andante sostenuto Ernest SCHELLING 
SONATA IN B MINOR. Third Movement: Allegro energico ; ERNEsT SCHELLING 
SONETTO 103 DEL PETRARCA. See ‘‘Annees de Pelerinage.”’ 

TANNHAUSER. Overture Part I. Transcription from Wagner . : Ionaz FrrepMAN 
TANNHAUSER. Overture Part II. Transcription from Wagner . : IGnaz FRIEDMAN 
TANNHAUSER. To the Evening Star. Transcription from Wagner. ‘ Erno RaprE 


TARANTELLA. See ‘‘Annees de Pelerinage.”’ 

TO THE EVENING STAR. See ‘‘Tannhéuser.”’ 

VALSE IMPROMPTU . : : : 3 5 : : : Ernest HutcHEeson 
VALSE OUBLIEE : ; : 5 ; ‘ ‘ , : Ernest HutcHEson 
WALDESRAUSCHEN See ‘‘Concert Etudes,’’ No. tr. 

WIDMUNG. See *‘Dedication.’’ 

WILL-O’-THE-WISP. See ‘‘ Etudes d’ Execution transcendante, No. 5." 

WOHIN (Whither). Transcription from Schubert. ; ‘ . Maria Carreras 
YEARS OF PILGRIMAGE. See “‘Annees de Pelerinage.”’ 


HENRY CHARLES LITOLFF—1818-1891 
SCHERZO. From a “‘Concerto-Symphony.’’ Duet. : . ALEXANDER LAMBERT AND 
NaptA REISENBERG 
EUGENE LOCKHART 
MOON DREAM SHORE. Song Roll : : : ; . : , Putt OHMAN 


FREDERIC KNIGHT LOGAN 


PALE MOON. Accompaniment Roll : s : ; ‘ VeERA EaKkIn 
PALE MOON. Indian Love Song. Song Roll in A- flat : : . Rosert ARMBRUSTER 


HERMANN LOHR 


LITTLE GRAY HOME IN THE WEST. Song Roll . : . Ropert ARMBRUSTER 
WHERE MY CARAVAN HAS RESTED. ae Roll. Low 
Voice in E-flat : : ; Frank La Force 
WHERE MY CARAVAN HAS RESTED. Sene Roll . : ; : Ferrx ARNDT 
R. LOWRY 
I NEED THEE EVERY HOUR. Song Roll : : : : . Ina Warwick Poison 


ALEXANDER LUIGINI—1850-1906 
BALLET EGYPTIEN. Suite No.1 . : : ; F : 2 Erena DeMarco 


CHARLES SAMUEL LYSBERG—1821-1873 
FONTAINE, LA. Op. 34 F ‘ ‘ ; : : : . Fanny Votey Rocers 


ALLAN MACBETH—1856 


FORGET-ME-NOT. Op. 22, Intermezzo . : : ; ‘ . Fanny Votry Rocers 
FORGET-ME-NOT. Op. 22, Intermezzo . , ; : ‘ ; GENEVIEVE Prtor 
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Edward Alexander R 
MacDowell : 


Born in New York City, December 18, 1861 
Died in New York City, January 23, 1908 


ACDOWELL may well be placed 

as the first and greatest of Amer- 

ican composers. From his father 
—whose Scotch-Irish ancestry though of 
Quaker persuasion did not permit him to 
satisfy his desire to express himself in art 
as he wished—he inherited his talent to 
sketch and play the piano. His mother was 
an English woman—she attempted to fur- 
ther every desire on the part of her talented 
son to express himself in art and music. 
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At theageoffifteen, accompanied by his 
mother, hewenttoParistostudy. Foratime, ) ’ _ 
there was a question whether the career @ Xonpsioo. NAVA Te 
would be in painting or in music. Later | : 
they went to Frankfort, Germany, where he studied composition with Raff and piano 
with Heymann. From the several years spent in Frankfort his great career as a pianist and 
composer began. He also started to teach, among his pupils being an American girl, Miss 
Marian Nevins, who later became Mrs. Edward MacDowell. To her he owed much of his 
great success—and it is she who has carried on the great project launched at Peterborough, 
New. Hampshire. 

Witcues’ Dance, Op. 17, No. 2 ; . 65860 Tue Eactz, Op. 32, No. 1 : ; me O1567, 


He returned to America in 1888 and located at Boston where he continued his activities 
as a pianist, teacher, and composer for eight years. Later, he chose to live part of the time at 
Peterborough, New Hampshire, at a country home called ‘‘Hillcrest’’. The large estate ac- 
quired with the first home, as the center—has become a colony for composers known as the 


\\ 


Peterborough Colony. 
Wooptanp Sxetcues, Op. 51, No. 1 : 60846 Woopxanp SxetcuEs, Op. 51, Nos. 6 and 2 63350 
Woop.tanp Sxetcues, Op. 51, No. 5 ; 57307 Marionettes, Op. 38 : ; ; . 69830 


MacDowell founded the department of music in Columbia University, accepting the po- 
sition in 1896. He gave historical and aesthetic lectures and also taught talented pupils. His 
summers were spent at Peterborough composing. 


Sza Pieces, Or. 55, No. 5 5 : . 60917 Frrestpz Tauzs, Op. 61, No. 2 : B03 959 
Sea Pisces, Op. 55, No. 6 ; - 9+, 65039 New Encianp IpyLits— 

Sea Pisces, Or. 55, No. 7 : ; Smoji7s From A Loc Canin, and 

Frresipe Tauzs, Op. 61, No. J : ue 63319 Joy or AUTUMN : , : . 68929 


Duo-Art Records of Compositions by EDWARD ALEXANDER MACDOWELL 


TITLE PLAYED BY ROLL NO. PRICE 
AIR. Op. 49, No. 1 ; : : ; ' 5 : : MoissavE Bocustawski 62508 2.00 
DANSE ANDALOUSE. Op. 37, No.3. ; : , 4 : Aucusta Cotrtow 64409 2.25 
EAGLE, THE. Op. 32, No. 2 : : ‘ f : Lester Donanuz 61367 ~~ 1.75 
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ETUDE DE CONCERT IN F-SHARP MINOR. Op. 36 : A : TERESA CARRENO 5615-3 
FIRESIDE TALES. Of Br’er Rabbit. Op. 61, No.2 - : F : Aucusta Cotrrtow 63959 
FIRESIDE TALES. Of Br’er Rabbit. Op. 61. No.2. 5 -  CaroLtyn Cone Batpwin 57377 
FROM A LOG CABIN. See ‘‘New England Idylls.”’ 
FROM AN INDIAN LODGE. See ‘‘Woodland Sketches,’’ Op. 51, No. 5. 
FROM THE DEPTHS. See ‘‘Sea Pieces,’’ Op. 55, No. 6. 
FROM UNCLE REMUS. See ‘‘Woodland Sketches,’’ Op. 51, No. 7 
IDYLL (Etude). Op. 39, No. 7 ; : : : ; ; : Rupowipex Reuter 63557 
IMPROVISATION. Op. 46, No. 4 . : 3 : . ; : . WintrreD Byrp 63568 
IN MID-OCEAN. See ‘‘Sea Pieces,’ Op. 55, No. 8 
JIG. Transcription from Loeilly : 5 : . Victor WITTGENSTEIN 60838 
JOY OF AUTUMN, THE. See “‘New England las ae 
MARIONETTES. Op. 38 5 : : : , ; ; Joun DuKE 69830 
NAUTILUS. See ‘'Sea Pieces,’’ Op. 55, No. 7. 
NEW ENGLAND IDYLLS. From A Log Cabin and The Be of Autumn . Joun Duke 68929 
NEW ENGLAND IDYLLS. The Joy of Autumn : : ; . Harotp Henry 63249 
OF BR’ER RABBIT. See *‘ Fireside Tales.’’ 
OLD LOVE STORY, AN? Ops¢l a Nowlee é ; : . CaroLtyn Cone Batpwin 63319 
PERPETUAL MOTION. Transcription from Alkan . : ; . Ernest Hutcueson 61440 
POLONAISE. Op. 46, No. 12 . : ; ; ; : : CaroLyn Cone Batpwin 57477 
RIGAUDON. Op. 49, No.2 . : 5 : : : ; .  Hernricn Gesuard 61968 
SCOTCH POEM. Op. 31, No. 2 ; : : : : . ; Rupoten RevtTer 60508 
SEA PIECES. Op. 55, No. 5. Song . ; : ; : CaroLyNn BEEBE 60917 
SEA PIECES. Op. 55, No. 6. From the Depths ; : : : , Aucusta Cotrtow 65039 
SEA PIECES. Op. 55, No. 7. Nautilus : ‘ : : 5 : FRANK SHERIDAN 63178 
SEA PIECES. Op. 55, No. 8. In Mid-Ocean é : ; , 4 . Harortp Henry 70238 
SHADOW DANCE. Op. 49, No. 8 . : : ? : 4 . WINIFRED Byrp 64728 
SHADOW DANCE. Op. 49, No. 8 . ; : : Vicror WITTGENSTEIN 57917 
SONATA EROICA. Op. 50. First Movement: Mictrens ‘ : ; Aucusta Cotttow 70320 
TO A WATER LILY. See ‘‘Woodland Sketches,’’ Op. 51, No. 6. 
TO A WILD ROSE. See ‘‘Woodland Sketches,’’ Op. 51, No. r 
THY BEAMING EYES. Op. 40, No. 3. Song Roll, in E-flat : 2 . Hersert Jones 101525 
WILL OF THE WISP. See ‘‘Woodland Sketches,’ Op. 51, No. 2. 
WITCHES DANCE. Op. 17, No. 2. Hexentanz . : ; ; ; ; Joun Powett 65860 
WITCHES DANCE. Op. 17, No. 2. Hexentanz . ; , ; , TERESA CARRENO 56090 
WITCHES DANCE. Op. 17, No. 2. Hexentanz . : : : 5 Guiomar Novazs 68690 
WOODLAND SKETCHES. Op. 51: 
No. 1. Toa Wild Rose” . : : : 3 ; : Georce McManus 60846 
No. 1. Toa Wild Rose . , : 5 : : 4 . Herman Freer S-30626 
No. 5. From an Indian Lodge . . : E , Victor WITTGENSTEIN 57307 
No. 6. To a Water Lily . ; ; Lester DonanuE 58798 
No. 6. To a Water Lily, and No. 2. Will c oO as Mies ; .  Revusen Davis 63350 
No. 7. From Uncle Remus : ; : A : Paquita MapricuerA 58187 
ALEXANDER MACFAD YEN 
COUNTRY DANCE : : ? ; : ; : ; , . Ruporpa Ganz 5517-4 
DERMOT MACMURROUGH 
MACUSHLA. Song Roll . : 5 , ; : : ‘ : Ropert Summers 101955 
JOSEPHINE McGILL 
DUNA. Song Roll . : : Henri Bercman_ 101995 
DUNA. Accompaniment Roll. Median Nai in ae es ; : LAWRENCE SCHAUFFLER S-30306 
PAQUITA MADRIGUERA 
(For Portrait and Biographical Sketch, see Interpreters List) 
CUCKOO, THE. See *‘Pastoral.’’ 
DANCE OF SATYR AND NYMPHS, and THE CARAVAN .. . Paguira MapriGuERA 59208 
{62} 
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PASTORAL. ““‘The Cuckoo” . ; ‘ ; : : . Pagurra MapRIGUERA 
SERENADE . : : s : : : s ; . Paquira MaprIGUERA 
JAMES LYMAN MALLOY 
KERRY DANCE, THE. Transcription by Armbruster : . Rosert ARMBRUSTER 
LOVE’S OLD SWEET SONG. Song Roll. Key of E . . Henry Lance 
LOVE’S OLD SWEET SONG. Song Roll. Key of F . i : j MarGHEE KNAFFL 
ALEXANDER MALOOF 
BERCEUSE ORIENTALE ; 5 : ’ : ; ; . ALEXANDER Ma.oor 
E. J. MARGETSON 
TOMMY LAD. Song Roll : : : , ; : : y Henri BERGMAN 
GABRIEL MARIE—1852 
CONVERSATION .- - 3 A 5 . . : ‘ , PautineE HaGGArRD 
CHARLES MARSHALL 
I HEAR YOU CALLING ME. Song Roll ; : . Rosert ARMBRUSTER 
PIETRO MASCAGNI—1863 
CAVALLERIA RUSTICANA. Intermezzo : ; : ; . .  Franx Lonco 
CAVALLERIA RUSTICANA. Selections . : : : : . Ropert ARMBRUSTER 
DANIEL GREGORY MASON—1873 
SILHOUETTE IN A MAJOR. No. 1 : : ‘ : d : .  Joun Powexi 
JULES MASSENET— 1842-1912 
ELEGIE DES ERINNYES. Op. 10, No. 5 : : F : : RupotpH REUTER 
ELEGIE DES ERINNYES. Op. 10, No. 5 : . HermMan FLeeR 
ELEGIE DES ERINNYES. Op. 10, No. 5. Concert Transcription by Ray Husron Ray 
ELEGIE. Accompaniment Roll. Violin or Cello in E ; d Maurice DAMBOIs 


FETE BOHEME. From ‘‘Scénes Pittoresques.’’ ‘Concert Music at the 

Drake Hotel, Chicago.’’ From programs by Henry Sel- 

inger’s Ensemble. : . Rosert ARMBRUSTER 
JE T AIME CI Love You). Recommpautment Roll. reteia oie , . ARCHIBALD SESSIONS 
MELODIE. See “‘Elegie.’’ 
MEDITATION. See *‘Thais.”’ 
OPEN THY BLUE EYES. Accompaniment Roll. Mezzo-Soprano in F . | CoENRAAD V. Bos 

“THAIS.” Meditation . ; : WintrreD Byrp 

oo ”* Meditation. Perompaniment Roll. rola or ccllome Maurice Damsots 


TITO MATTEI— 1841-1914 


NON E VER (‘Tis Not True). Song Roll . ‘ : : A ; GENEVIEVE Pitot 
NICHOLAS MEDTNER 
(For Portrait and Biographical Sketch, see Interpreters List) 
FAIRY TALE IN E MINOR. Op. 14, No. 2. March of the Knights . Nicnoras MEDTNER 
FROM FORGOTTEN MOTIVES. Danza Festiva. Op. 38, No. 3 .  Nicnoras MEDTNER 


FROM FORGOTTEN MOTIVES. Danza Jubilosa. Op. 40 : .  Nicnoras MepTNER 
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DUO-ART PIANO MUSIC 


Felix Mendelssohn- 
Bartholdy 


Born in Hamburg, February 3, 1809 
Died in Leipzig, November 4, 1847 


H { ENDELSSOHN differed from 
many other composers in that 
his life was free from finan- 

cial troubles. His father had sufficient 

means not only to provide a comfortable 
living, but to further any design on the 
part of his children toward educational 
advancement. Encouraged by his parents 
and friends, Felix Mendelssohn, at an early 

age, had attained great prominence as a 

pianist and as a composer for piano and 

orchestra. At the age of seventeen (1826) 

he composed his famous overture to Shakes- oo .o | 

peare’s “A Midsummer Night’s Dream.”’ ye MTT Ire rte) 

Ab out tw ent y y ears G 1 8 4 3) a f ter this ] enemmmermnenenaasaa ase sa00a 321 rien 

achievement, he wrote the incidental music to the same play. From this music we have— 


Nocturno : ; : : 58457 WEDDING Marcr AND Erin Cuorus eee OlLO=4 


At the age of twenty (1829) he made successful concert appearances in London. At this 
time he visited Fingal’s Cave in the Hebrides Islands. Impressed by its grandeur and beauty, 
he was inspired to write the ‘‘Fingal’s Cave Overture.” (Roll No. 515-6.) 


Mendelssohn was one of the four great composers—(Schubert, Schumann, Chopin and 
Mendelssohn)—to give significance to short piano compositions, many having been com- 
piled in the collection “Songs without Words.”’ 


CoNSOLATION AND FoLKsonc . - - 65279 Sones witHouT Worps, No. 4 ‘ s 59359 
Lost Ixtustons : : ‘ A - 66388 Sones witHour Worps, No. 18 ‘ 5 Gi) 
SPINNING SONG ; ; ; ; - 6569-4 Sones witnout Worps, No. 19 3 7D o518 
Soncs witHout Worps, No. 3h ; - 60288 Sones witHouT Worps, No. 30 4 : 6417-3 


Besides his international reputation as a concert Pianist, the versatile Mendelssohn won 
fame as an organist, a conductor and a composcr—his works including, besides his piano 
material, many songs, oratorios and choral works, orchestral (overtures and four sym- 
phonies) and organ compositions and concertos. 


ANDANTE FROM ConcERTO IN E Minor 10838 Yer Peopte Renn Your Hearts (Elijah) 
Ir Is ENovcx (Elijah) . . 3 10928-S_ Ir Witu Att Your Hearts (Elijah) 12528-S 


Duo-Art Records of Compositions by FELIX MENDELSSOHN-BARTHOLDY 
TITLE , PLAYED BY ROLL NO. PRICE 
ANDANTE. Sve ‘‘Concerto for Violin in E Minor.’ 
CANZONETTA. From String Quartet in E-flat. Op. 12. Transcription 


by Bauer ; : : é , : ; : Harorp Baver 510-4 3.00 
CONCERTO IN E MINOR. Op. 64. Accompaniment Rolls. Violin: 

First Movement: Allegro molto appassionato . : ; Anpbre Benorst 11488 2.00 

Second Movement: Andante. : ; : AnbrE Benorst 11498 2.00 
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Third Movement: Allegro molto vivace . : : ; ANDRE BENOIST 
Second Movement: Andante . : . ; ; CuHar es GILBERT SpRoss 
CONCERTO IN G MINOR. Op. 25: 
First Movement: Molto allegro con fuoco : : ’ WILHELM BacHaus 
"i Second Movement: Andante . : ‘ WitHELM BacHaus 
Third Movement: Presto me Allegre evivace  . : WILHELM Bacnaus 
CONSOLATION AND FOLK SONG ; ; ; Beryt RuBINSTEIN 


DUETTO IN A-FLAT. Op. 38, No. 6. See ‘'Song Wishes Words,’ No. 18. 
ELIJAH. It is Enough. Accompaniment Roll. Bass in F-sharp Minor CHaries Ginpert Spross 


ELIJAH. O Rest in the Lord. Accompaniment Roll. ContraltoinC . CornraapD V. Bos 
ELIJAH. Ye People Rend Your Hearts, in F Major; and If With All 

Your Hearts, in B-flat. Accompaniment Roll . : . Rosert ARMBRUSTER 
ETUDE IN B-FLAT. Op. 104. Book H, No.1 . A 4 : ; Haroitp BAvER 
FINGAL’S CAVE OVERTURE : ‘ , ‘ ; : Ernest HutcHEsoN AND 


RupoipxH Ganz 


HUNTING SONG. See *'Song Without Words,’’ No. 3. 

IF WITH ALL YOUR HEARTS. See ‘‘Elijah.”’ 

IT IS ENOUGH. Sve **Elijab.”’ 

LOST ILLUSIONS. Op. 67, No. 2. See ‘Song Without Words,’’ No. 32. 

MARCH FROM “‘ATHALIE.”’ See ‘' Priests’ March.” 

MIDSUMMER NIGHT'S DREAM. Nocturne . : Cuarzes GILBERT SprRoss 
MIDSUMMER NIGHT'S DREAM. Wedding March oe Elfin Chorus WitHELM Bacnaus 
O REST IN THE LORD. See *' Elijah.”’ 


ON WINGS OF SONG. Op. 34, No. 2. Transcription by Liszt . , ELEANOR SHAW 
ON WINGS OF SONG. Op. 34, No. 2. feces Roll. Mezzo- 

Soprano in F-sharp : : ; : : CornraaAD V. Bos 
PRELUDES. Op. 35, No. lin E Minor . ; , 3 ; AvuRELIO GIORNI 
PRELUDES. Op. 35, No. lin E Minor . ; : ; ; . CLaRENCE FUHRMAN 
PRELUDES. Op. 104, No. 1 in B-flat : : ' Rosita RENARD 
PRIESTS’ MARCH, THE. From ‘‘Athalie’’; and MARCH FROM 

Sete), by Handel . : 5 : : : Ray Perkins 
RONDO CAPRICCIOSO. Op. 14. : : ; : Joser HormManNn 
SCHERZO (Capriccio) IN E MINOR. Op. 16, ies A : : é Rostra RENARD 
SONG WITHOUT WORDS. No. 3. Hunting Song. Op. 19 : : Rupoten REUTER 
SONGS WITHOUT WORDS. Nos. 4 and 47. ‘‘Confidence’’ and ‘‘The 

Joyous Peasant’. : ; : ‘ : ; : Breryt RUBINSTEIN 
SONG WITHOUT WORDS. No. 18. Duetto in A-flat Major é CaroLyN BEEBE 
SONG WITHOUT WORDS. No. 18. Duetto in A-flat Major. CornraaD V. Bos 
SONG WITHOUT WORDS. No. 19. On the Seashore ; AvuRELIO G1oRNI 
SONG WITHOUT WORDS, No. 25: ‘‘May Breezes,’’ Op. 62, No. 1 Ernest HutcHEsoN 
SONG WITHOUT WORDS. No. 30. Spring Song. Op. 62, No. 6 : Joser Hormann 
SONG WITHOUT WORDS. No. 30. Spring Song. Op. 62, No. 6 Guiomar Novags 
SONG WITHOUT WORDS. No. 32. Lost Illusions . : ELLEN BAaLLon 


SONG WITHOUT WORDS. No. 34. Spinning Song. Op. 67, te 4 Ionacze J. PADEREWSKI 
SONG WITHOUT WORDS. No. 34. Spinning Song. Op. 67, No. 4 Ossip GABRILOWITSCH 
SPINNING SONG. See ‘‘Song Without Words,’’ No. 34. 
SPRING SONG. See ‘‘Song Without Words,’’ No. 30. 
TRIO, NO. 1 IN D MINOR. Op. 49. Piano Parts for Trios. Chamber Music: 
Second Movement: Andante . ; H : : : Heten NorFieeT 
Third Movement: Scherzo : : : : é : Hien NorFfLeet 
YE PEOPLE REND YOUR HEARTS. See ‘‘Elijah.”’ 
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ERIK MEYER-HELMUND—1861 
BALL-ROOM WHISPERS (Ballgefluster). Op. 37, No. 2. Song Roll. 


Low Voice . : ; : : - : ; : GENEVIEVE Pitot 


NOCTURNE. Op. 28, No.1 . : : F 3 : : ; FRANK SHERIDAN 


W. OTTO MIESSNER 


CHILDREN’S SONG-PLAY SERIES. The Silver Swan : : W. Orto MizssNER 
PIANO TEACHING SERIES—THE MELODY WAY. First Roll . Gerorce H. GarTLan 
PIANO TEACHING SERIES—THE MELODY WAY. Second Roll . Grorce H. GartLan 
PIANO TEACHING SERIES—THE MELODY WAY. Third Roll . Georce H. GartTLan 
PIANO TEACHING SERIES—THE MELODY WAY. Fourth Roll . Gerorce H. Gartian 
PIANO TEACHING SERIES—THE MELODY WAY. Fifth Roll . Gzrorce H. GartTLan 


WALTER E. MILES 
DANCING LEAVES : : 4 : : : ’ ; . Rosert ARMBRUSTER 


ANNE STRATTON MILLER 
MAY MAGIC. Accompaniment Roll. High Voice in E-flat : ANNE STRATTON MILLER 


HAROLD VINCENT MILLIGAN 
APRIL, MY APRIL. Accompaniment Roll. Low Voice. ; : Eva Faretu Riper 


JOHN MOKREJS 


VALCIK. Concert Waltz ; : 4 : : : : : Daisy NE.LuIs 


WILLIAM HENRY MONK—1823-1889 


ABIDE WITH ME, and SOFTLY NOW THE LIGHT OF DAY, by von 
Weber. Song Roll . : , . ; 2 ; : 5; Erno RaApPEE 


MARY CARR MOORE 
BARCAROLLE. Op. 75, No. 8 : : : : ; ; 5 AsHiey PETTIS 


ERNEST MORET 


VALSE NO. 1 : ; ; c : ; ; ; ; : Guiomar Novass 
NEIL MORET 
BRIDES AND BUTTERFLIES WALTZES P , j . 5 GENEVIEVE Pitot 
PEARLS. Novelette ; : 2 : 2 : : 3 : Henri BERGMAN 
HAROLD MORRIS 
SONATA IN B-FLAT MINOR. Second Movement: Scherzo , : Outver DENTON 


CHARLES D. MORRISON 
MEDITATION. Op. 90 . ‘ F ; ; 2 ; : : ; Karu Rackie 


THEODORE MOSES-TOBANI 
HEARTS AND FLOWERS. Op. 245 ; : : : 5 Moses BoGusLawsKI 
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Moritz Moszkowski 
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Born in Breslau, August 23, 1854 
Died in Paris, March 9, 1925 
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LTHOUGH born in Germany, 
Moszkowski was of Polish family 
and his compositions reflect their 

Polish origin in their fire and brilliance. 
They abound in beautiful and charmingly 
graceful melodies and in striking and at- 
tractive rhythms; and their perfection of 
form, finish and polish testify to their 
author’s cosmopolitan training. His music 
is romantic in conception, and it never 
halts for lack of ideas—he is both prolific 
and original; and while exuberance of fancy 
is found on every page, the formisalways § — 
so clear and shapely in design that his 5@ ¢ 
music makes a direct and irresistible appeal § ¥2 
to the heart of the music lover. Hence its KSQa=yayS Aas a 
great popularity. I lametennnae cDotecuanoneuuaceaaad aasaaaada 


DIIAIIAIDPADIIIIIIIS 


a Oaeheaaeaoaad 


HOOOSCeee 


in 


JIS 


Naan aaaaa@ 


2) 


VIVIAN 


J} 
Wy yy 


ST, 
7 


While Moszkowski’s music is often impassioned in style, he does not rise to great 
heights in tone-painting. Neither does he approach Chopin in poetry and esthetic delicacy 
of musical thought. His is music of action, and although it is thoughtful and plaintive at 
times, it rarely touches any deep emotion. He was at his best in the writing of original 
dance music—that is, salon music in dance forms. It was for his pieces founded on Spanish 
dance rhythms that he first became famous, and few have approached him in the composition 
of such beautiful and characteristic dances. 


Moszkowski was a brilliant concert pianist and made several very successful tours in 
Europe. He was also distinguished as a teacher. Until 1897 he made Berlin his headquarters. 
After that year he lived in Paris. As a composer he is most widely known for his dainty 
and charming salon music for the piano, which indeed formed the bulk of his output. His 
works in larger forms include a piano concerto, a violin concerto, a symphonic poem, 
“Jeanne d’Arc,’’ several orchestral suites, and an opera, “‘Boabdil, the Moorish King,”’ 
successfully produced at Berlin in 1892. 


BarcaROLLe, Op. 27, No. 1 : F . 70059 GutrarRrRE, Op. 45, No. 2 : ) , oilyess 
Botero, Op.12, No.5. : s . 58598 JuGcGueress, Op. 52, No. 4 5 : . 6074-6 
Caprice EspAGNOLE, Op. 37 : = 6953-4 Dove=WaArrz, Op. 57, No.5" . : . 66919 
FRUEHLINGSLAUTEN, Op. 57, No. 2 . . 69199 Potonatsz, Or. 11, No. 1 : 5 . 6094-4 


Duo-Art Records of Compositions by MORITZ MOSZKOWSKI 


TITLE PLAYED BY ROLL NO, PRICE 


Pare, BALLET. Op. 36,No.5  . ; ; 4 , : z CLARENCE ADLER 64398 2.00 
ALBUMLEAF. Op. 2 : ‘ ALEXANDER LAMBERT 63208 2.00 
BARCAROLLE. Op. 27, No. 1 in G Major DatLMEYER RussELL 70059 2.25 
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BARCAROLLE. Op. 27, No.linGMajor . ; - : Econ Putz 
BARCAROLLE. Transcription from Offenbach’s ‘“Tales of Hoffmann” ARTHUR SHATTUCK 
BLUMENSTUCK (Flowerpiece). Op. 57, No. 3 : : ' : Ruporpen Reuter 
BOLERO. See ‘‘Spanish Dance.’’ Op. 12, No. 5. 

CAPRICE ESPAGNOLE IN A MAJOR. Op. 37 ; : , : . JoserF Hormann 
CAPRICE ESPAGNOLE IN A MAJOR. Op. 37 : ‘ : Paquita MapriGUERA 
ETINCELLES (Sparks). Op. 36, No.6 ~. ; ; 5 : : JosErF HormMaNN 
ETINCELLES (Sparks). Op. 36, No.6. : ‘ ; : ; Etena Dg Marco 
ETUDE DE CONCERT.Op. 24, No.1. : : : : ; . ALBERTO Jonas 
GUITARRE. Op. 45,No.2  . : : : F Joser HorMANN 
GUITARRE. Op. 45, No.2. : Guiomar Novags 
GUITARRE. Violin Accompaniment ae V ALSE BLUETTE, by Drigo  . ANvre BENoIsT 
IN AUTUMN. Op. 36, No. 4 . : : ; : : : . Hans EseLu 
JUGGLERESS, THE. Op. 52, No. 4 : F : ; ; : Joser HormManNn 
LOVE-WALTZ (Liebeswalzer). Op. 57, No. 5 . ‘ : : : SHURA CHERKASSKY 
MELODIE IN G-FLAT. Op. 10, No.1. : ; , : : . Epwin Hucues 
MELODIE IN G-FLAT. Op. 10, No.1. : : : : . Crarence FunHRMANN 
POLONAISE. Op. 11, No. 1 in E-flat : : : ; : ; . Harorp Baur 
POLONAISE. Op. 17, No. 1 in D Major : : : : . Leorpotp Gopowsky 
PRES DU BERCEAU. Op. 58, No. 3 ; : : , : ; Ottver DENTON 
SERENA TALOp.15.gNon tage : : : ; : : 5 CLARENCE ADLER 
SPANISH DANCE, Op. 12, No.2 . : ; ; : ; Paquita MapriGuERA 
SPANISH DANCE. Op. 12, No. 5. Bolero : ; ; : Paquita MapRrIGUERA 
SPARKS. See “‘Etincelles.”’ ‘ 

SPRING CFrihlingslauten). Op. 57, No: 2 : : : ; Navi REIsENBERG 
VALSE. Op. 34, No. 1 in A-flat : F : : : , : Ernest LeGinska 
VALSE D'AMOUR. Op. 57,,No-5— : ; : ; ‘ 5 . Ruporen Ganz 


CLARABEL C. MOULAND 
I CANNOT SING THE OLD SONGS and MOTHER’S OLD RED SHAWL. 


Song Roll ; : : : ‘ : : ‘ Fanny Votey Rocers 
DENT MOWREY 
(For Biographical Sketch, see Interpreters List) 
DANSE AMERICAINE . ; ’ ! E : ‘ : : . Satty HaMiin 
GAVOTTE (dans le Style Ancien) . : : : 2 : i Dent Mowrey 
MOYA 
THE SONG OF SONGS. Song Roll... ; ; . : : . Henri BERGMAN 
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Wolfgang Amadeus 
Mozart 


Born in Salzburg, January 27, 1756 
Died in Vienna, December 5, 1791 


HE life of Mozart is that of a mod- 

ern artist. Art was his supreme 

scope. Life’s miseries passed by him, 
he was careless, jovial, improvident, given 
to pleasure; but in contrast serious, devoted 
to his work and capable of concentrating 
even when in the midst of most distracting 
situations. 


Mozart was born almost a quarter of 
a century later than Haydn, but he died 
before Haydn had reached the height of 
his accomplishment. His father was a mu- 
sician and recognized his young son's excep- 
tional gifts. The boy at four years of age 
played pieces upon the clavier; at five he 
composed; at six he could read violin and clavier music and perform in public. When 
he had reached the age of ten it is said he could read any music for violin or clavier at 
sight. This readiness was natural and was carefully directed by the father, who ambitiously 
traveled about the country with his talented son and slightly less talented daughter. They 
visited all the larger cities of Europe, and appeared in concerts as composers and performers. 
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His importance as a composer is sometimes said to be greatest in opera. In these works 
he attained to a perfection such as the age permitted. He was really not considered to be 
an innovator but rather a reformer. And in his operas, just as in other fields of composi- 
tion, Mozart inspired new life into well-used forms. All this he attained in a way that at 
first hearing may seem relatively simple but after a closer investigation we find evidence of 
an absolute mastery and knowledge of the use of means to complete a work perfect in all 
its parts. 

Mozart was trained as a virtuoso on both violin and clavier, and he was very prolific 
as a composer. It is said that he composed music as easily and rapidly as a writer composes 
sentences. He was a melodist. His music may resemble that of Haydn in some respects, 
but his expression is broader and there is in it a feeling of greater flexibility and perhaps 
a more glowing beauty. His sonatas have the form prescribed by Haydn, but the music is 
individual with Mozart. There is in it much light and shade. There is elegance which makes 
for grace rather than force. It is distinctive for its charm of embellishments and its many 
times delayed cadences. 


Sonata In D Major No. 15. First, Second ’ Fanrastz No. 1 . : ; ; Peser78 
and Third Movements 67560, 67760, 67850 PastorRALE VARIEE . ; ' : . 67640 

TurxisH Marcu (Sonata in A Major, No. SERENADE (‘‘Don Juan’’) ; : . 68250 
meme OR 8 wk 67863 
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Duo-Art Records of Compositions by WOLFGANG AMADEUS MOZART 
TITLE PLAYED BY ROLL NO. 
FAN LASLAY Now ie , ‘ ; : : ; : : ALEXANDER RaaB 56778 
FANTASIA IN C MINOR, No. 4. : , , ; : : Harorp Baver 7073-4 
PASTORALE VARIEE . : : : : : NaviA REISENBERG 67640 
SERENADE (Don Juan). Transcription by Bz an ; : : é WILHELM BacHaus 68250 
SONATA. No. 11. See ‘‘Turkish March.’ 
SONATA. Op. 53. For Two Pianos. Second Part oy 
First Movement: Allegro con spirito ' : : : Erne Lecinska 11068 
Second Movement: Andante . ; ; : : : Eruet Lecinska 11078 
Third Movement: Allegro Molto. ; : : : Eruet Lecinska 11088 
SONATA IN D MAJOR: 
First Movement: Allegro : : ; : : . Wawnpa LanpowsKka 67560 
Second Movement: Adagio. : § : : . Wanpa Lanpowska 67760 
Third Movement: Allegretto . : : ‘ . Wanpa Lanpowska 67850 
TURKISH MARCH. Sonata, No. 11, in A Major ; ; , F : Daisy Neuutis 62288 
TURKISH MARCH. Sonata, No. 11, in A*Major : z : : Lewis Ricnarps 6786-3 
ARCHIE A. MUMMA 
BIRD MUSIC (interpreted for the Piano): 
Purple Martins; Screech Owl; Cardinal Red Bird : : Arcuizg A. Mumma 65559 
Song Sparrow; Peabody Bird; Wood Pee Wee . : : Arcuiz A. Mumma 65579 
Warbling Virio; Mourning Dove; Carolina Wren ; : Arcutze A. Mumma 65769 
MODEST PETROVITCH MUSSORSK Y—1835-1881 
“BORIS GODOUNOV.”’ Selections . j ; . Rosert ARMBRUSTER 69720 
BYDLO AND BALLET DES POUSSINS DANS LEURS COQUES. (The 
Ballet of Chickens in their Shells) . : : - F SERGE ProxorierF 65910 
HOPAK. Transcription by Rachmaninoff . : : ; : : . Gitta Grapova 68560 
PROMENADE, and AN OLD CASTLE . ‘ : : : : SERGE ProxorierF 70299 
MYDDLETON-WILLIAMS 
DOWN SOUTH. Op. 10 . : : j : : : - Rosert ARMBRUSTER 65008 
JOHANN GEORGE NAGELI—1773-1836 
BLEST BE THE TIE THAT BINDS. Tune: Dennis. Song Roll . - Dion W. Kennepy *102085 
ALBERTO NEPOMUCENO 
GALHOFEIRA (Brazilian Dance). Op. 13, No.4. ; : : Maria Carreras 66560 
VICTOR E. NESSLER—1841-1890 
TRUMPETER OF SAKKINGEN, THE. It Was Not Soto Be . 5 DestDER VecsEI 66478 
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COMPOSERS LIST 


Ethelbert Nevin 


Born in Edgeworth, Pa., November 25, 1862 
Died in New Haven, Conn., February 17, 1901 
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Le eOhilivi 


HE piano pieces and songs of Ethel- 

bert Nevin show a fine melodic talent 

and a distinct individuality, and 
constitute some of the most poetical, grace- 
ful and charming salon music in lighter 
vein produced by any American composer. 
Nevin’s mother was a musician, and when 
he was only five years old he sang and 
played accompaniments to simple songs. 
His musical talent was encouraged, and 
when he reached young manhood he was 
enabled to continue his studies under Klind- 
worth and Bilow in Germany, and to 
broaden his culture by sojourns in Italy 
and France. Throughout his residence 


abroad he was busily engaged in studying, ¢& ‘ FSA SA Ce 7 
teaching and composin g. Some of his most ater a ee Z 


delightful compositions were inspired by the scenes and the life of Florence and Venice. 

At one time Nevin had an ambition to follow the career of a concert pianist—his 
playing was characterized by considerable magnetic charm—but the impulse toward com- 
position was stronger and he gave up the idea of the concert platform. 

Nearly all of his compositions are brim-full of melody and fragrant with fancy. He 
excels in the lyric, and seldom essays dramatic expression. His preference was for bright 
and beautiful things, and he sought the light rather than the shadow. His whole work 
reflects those qualities of the heart for which he was noted among his friends; exuberant 
love of nature and a boyish affection for the simple joys of life. His style is uniformly 
graceful, with an ever-present tendency to the expression of wholesome sentiment, and he 
was always able to present his musical ideas in appropriate and attractive form. 


Day 1n VenicE— Dawn; and Goop Nicxut 70118 In My Neicusor’s GARDEN . ; ‘ 61247 
Day In VENICE—GONDOLIERS : : 57517. Narcissus, Op. 13, No. 4 : , : 6920-3 
Day 1n Ventce—LoveE Sons . : 5 57857 Tue Rosary (Transcription by Ganz) . 63970 
In Arcapy—A SHEPHERD’s TALE, etc. . 69377 


Duo-Art Records of Compositions by ETHELBERT NEVIN 


TITLE PLAYED BY ROLL NO. PRICE 
COUNTRY DANCE. Op. 6, No.2 . : : Marcaret and Dorotuy GILLETTE 63479 D5 
DAWN. See “A Day in Venice.’ Op. 25, No. 1. 

DAY IN VENICE, A. Op. 25. No. 1 Dawn and No. 4 Good Night . Roserr ArmprusteR 70118 = 2.00 
DAY IN VENICE, A. Op. 25. No. 2 Gondoliers , 2 : Rosert ARMBRUSTER 57517 1S 
DAY IN VENICE, A. Op. 25. No. 3 Love Song ‘ ; é . Ropert ArmBrusTER 57857 = 1.75 
GONDOLIERS. See ‘“A Day in Venice,’’ Op. 25, No. 2. 

GOOD NIGHT. See ‘‘A Day in Venice,”’ Op. 25, No. 4. 

IN ARCADY. See ‘‘A Shepherd's Tale.” 

IN MY NEIGHBOR’S GARDEN. Op. 21, No. 5. From ‘‘May in Tuscany” Josey Martin 61247 1.75 
LOVE SONG. Op. 2, No. 3. From ‘‘The Sketch Book? 2 , ‘ Georce McManus 60957 1.75 
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LOVE SONG. Op. 25. See ‘‘A Day in Venice,’ No. 3. 
MIGHTY LAK’ A ROSE : i , : : ; : Epwin Huuces 
MIGHTY LAK’ A ROSE. Song Roll ; 5 ; : : ; Fetix ARNDT 
NARCISSUS. Op. 13, No.4. . : : : ‘ 4 : RupotpxH Ganz 
NARCISSUS. Op. 13, No.4. : : CHARLES GILBERT Spross 
ROSARY, THE. Accompaniment Roll. Medium Vote in B Major. CoENRAAD V. Bos 
ROSARY, THE. Piano Transcription by Rudolph Ganz . : . Ruporen Ganz 
ROSARY, THE. . : : Rosert ConE 
SHEPHERD'S TALE, A; SHEPHERDS ALL AND MAIDENS FAIR. 

From “In Arcady.’’ Op. 16, Nos. 1 and 2 : Keita McLeop 
SKETCH BOOK, THE: See Love'Song,  OpszwiNomws: 
"TWAS A LOVER AND HIS LASS . i : : : é . Rosert ARMBRUSTER 
VALSE CAPRICE. Op. 6, No. 1 : : MarGaretT AND Dorotny GILLETTE 
VENETIAN LOVE SONG. See “A Day in wens " Op. 25, No. 3. 
WATER NYMPH. Op. 13, No.3. ; : : 3 ; CHARLES GILBERT SpROss 

R. A. NEWLAND 
VALSE CAPRICE. Op. 7 ; : : ‘ : ; : ; GENEVIEVE Pitot 
MAURICE NITKE 
MADRIGAL OF MAY. From “‘The Jest.’’ Song Roll : : : : Erno Rapgz 
NORTON-MAY 

JUANITA; and SWEET AND LOW, by Barnby. Song Roll ; : : Erno Raprz 


JACQUES OFFENBACH—1819-1880 
BARCAROLLE. From ‘'Tales of Hoffmann.’’ Transcription by Mosz- 


kowski ! ; ARTHUR SHATTUCK 
BARCAROLLE and ‘THE LOST CHORD,’ ab Sullivans Sane Roll Gerorce H. GartTLan 
“ORPHEUS IN THE UNDERWORLD.” Overture . G .  ,  GeNEVIEVE Pitot anp 


Rospert ARMBRUSTER 


GEOFFREY O’HARA 
(For Biographical Sketch, see Interpreters List) 


DREAMING OF MY HOME, SWEET HOME. Song Poll ; ; Grorrrey O'Hara 
GIVE A MAN A HORSE HE CAN RIDE. Accompaniment Roll. Tenor Gzorrrey O’Hara 
I LOVE A LITTLE COTTAGE. Song Roll : ; ; ; Grorrrey O'Hara 


CHAUNCEY OLCOTT 
MY WILD IRISH ROSE * : ; 4 ; ; . * . Ropert ARMBRUSTER 


OLE OLSEN—1850 


PAPILLONS (Butterflies). Op. 50, No. 5. : ‘ : : . Pagqurra MapriGuERA 
PAPILLONS (Butterflies). Op. 50, No. 5. ; : ; é ‘ Hucu Hopcson 
JOHN OPENSHAW 
JUNE BROUGHT THE ROSES. Song Roll in B-flat . : ‘ GENEVIEVE Pitor 
LOVE SENDS A LITTLE GIFT OF ROSES. Song Roll in E- io ; RosBert SUMMERS 
PRESTON WARE OREM 
AMERICAN INDIAN RHAPSODY (On Themes by Lieurance) ; Harotp Lewis 
H. O. OSGOOD 
CUBAN ECHOES (Vuelta Abajo) . : ; : ‘ 4 ; Rupotpx Ganz 
H. OSWALD 
VALSELENTE . ; P ‘ s ; F ‘ 2 : Gutomar Novags 
-{72 F 


64238 
100215 
6920-3 
58768 
10248-S 
63970 
S-30106 
69377 


12668-S 
64139 
58586 
67258 


100607 


100707 


58810 
101936 


69779 


102465 
11437-S 
102155 


102545 


58719 
S-30697 


102495 
101465 


68067 
68550 


6259-4 


2.00 
1.75 


2/5 


2.50 
1.50 


2e25 


As25 
ao): 
1325 


25 


PAD by) 
yes) 


tee 
2.25 


d575 


2.50 


COMPOSERS LIST 


IGNACE J. PADEREWSKI 
(For Biographical Sketch, see Interpreters List) 
CAPRICE IN G (Genre Scarlatti). Op.14, No.3. : : IGnace J. PapEREwsk1 6558-8 
CRACOVIENNE FANTASTIQUE . é ; : : : Eruet Herr Litcurrerp S-30738 
MELODIE. From ‘‘Chants du Voyageur,”’ pores 8, No.3 _. : IGnace J. PADEREWSKI 6681-8 
MINUET. Op. 14, No. 1 : ; . ; Icnace J. Paperewsx1 6100-8 
NOCTURNE IN B-FLAT. Op. 16, No. a : : , : Ionace J. PapEREWSKI 6562-6 
NOCTURNE IN B-FLAT. Op. 16, No. 4 . ‘ : ; ; : Guiomar Novars 6341-3 
POLONAISE. Op.9,.No.6 .. j : 3 : : 5 : Haroip BavER 6463-4 
NICCOLO PAGANINI—1782-1840 

CAMPANELLA, LA. See ‘* Etude, No. 3.’ 
Chasse LA. See Etude, No. 5.’ 
ETUDE. No. 2. Transcription by Liszt. : , : : Harotp Bauer 6005-4 
ETUDE. No. 3 (La Campanella). Transcription by Liszt ; ; . IGNAz FRIEDMAN 6666-4 
ETUDE. No. 3 (La Campanella). Transcription by Liszt . : .  ArtTHUR FriepHEIM 6197-4 
ETUDE. No. 3 (La Campanella). Transcription by Liszt . : : Ferruccio Busoni 5698-6 
ETUDE. No. 4 (Vivo—E Major). Transcription by Liszt . ; : ArTHUR FRIEDHEIM 70250 
ETUDE. No. 4 : : ; ; : : : ‘ ; . Macpererne Brarp 70249 
ETUDE. No. 5 (La Chasse). Transcription by Liszt . : : Ferruccio Busonr 5671-6 
ETUDE. No. 5. Solo Etude V ‘ Davip Campsett S-31229 
VARIATIONS ON A THEME OF PAGANINT’ S FROM CAPRICE. 

Op. 1, No. 24. Transcription by Johannes Brahms. ; WILHELM Bacuaus 6813-4 

GIOVANNI PIERLUIGI PALESTRINA—1526-1594 

THE STRIFE IS O’ER, THE BATTLE DONE, and den CHRIST IS 

RISEN TODAY. Song Roll. ; : . Ropert ArMBRuSTER 102947 

SELIM PALMGREN 
(For Portrait and Biographical Sketch, see Interpreters List) 
BARCAROLLE. Op. 14 . : : : : : 5 : : SELIM PALMGREN 65888 
EVENING WHISPERS . : : : : ; ; ; : : Una Bourne 67419 
MAY NIGHT A ‘ 5 ; ; y ; : ; : Setim PaAtMGREN 64618 
MAY NIGHT : ; ‘ : : : : ; Frances Naso 62689 
MINUET WALTZ. Op. 31, No. Ail . : f : 5 : Davip Pssetsx1 S-30357 
VALSE MIGNONNE. Op. 54, No. 1 ‘ 3 . 3 : : Setim PALMGREN 64459 
WILLIE PAPE 

BROOK, THE. Op. 34 (Song a wee Pia aed by Willie 

Pape : : : KaTHERINE B, Peepres S-30756 

PIETRO DOMENICO PARADIES—1710-1792 
TWOEGATAINA . , : : : : : : ; i ‘ Myra Hess 66589 
: JULIAN PASCAL 
ROMANCE. From ‘‘Tropical Scenes”’ ; : , ‘ Lionex Levinson-Sinciair 61528 
ROMANCE. From ‘‘Tropical Scenes’’ ; 5 : ; 2 : Joser Martin 60626 
KATHERINE B. PEEPLES 
HOLIDAY, THE (Un Jour de Fete) ; : 5 ; 2 KaTHERINE B. Przpres 30765-S 
ARTHUR A. PENN ; 

CARISSIMA. Song Roll : é : ; ; : Henri Bercman 102035 
SMILIN’ THRU. Song Roll. Key, E- flat ; : : ; j . . ArtHur A. Penn’ 102455 
SMILIN’ THRU. Song Roll. Key of E-flat ; , : : ; Herpert Jones 101255 
SUNRISE AND YOU. Song Roll. : : r : : Henri BercMAn 102325 
THY WILL BE DONE. Song Roll, with Woe 5 : ‘ : Artuur A. Penn 103155 
WHEN THE SUN GOES DOWN. Song Roll in B-flat ; : : Artuur A. Penn’ 102505 
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WILLIAM H. PENN 


CHRYSANTHEMUMS . ‘ : : ; : : : GENEVIEVE P1ToT 
EMILE PESSARD 
FAREWELL AT MORN. Four French Songs. Accompaniment Roll. 
Soprano . Rosert ARMBRUSTER 
L’ADIEU DU MATIN raat at Moen Frome ‘Three French 
Songs.’ Song Roll, with Words : : : : : GENEVIEVE Pitot 


M. PEUSCHEL 


EDELWEISS. Op. 28, No. 1. German Ballad. Song Roll. : : Oscar HaasE 
ISIDOR PHILIPP—1863 
WILL-O’-THE-WISP (Feux Follets) : ; : : ; : Guromar Novags 
" AL PIANTODOSI 
PAL OF MY CRADLE DAYS. Song Roll : : : ; : : Puit OHMAN 


RICCARDO PICK-MANGIAGALLI— 1882 
DANSE D’OLAF, LA. Op. 33, No. 2 : é ; , : : WiLHELM BaAcHaus 


GABRIEL PIERNE— 1863 
CACHE CACHE. See ‘‘Hide and Seek.” 


HIDE AND SEEK. From ‘‘Quinze Pieces,’’ No. 12 . : : . MacGpererne Brarp 
SERENADE. Accompaniment Roll. Violin . : ‘ : . Paquira MapRIGUERA 
SERENADE . : ; : ; , : : ; : : E. Rosert ScHM1tTz 
CIRO PINSUTI—1829-1888 
BEDOUIN LOVE SONG. Song Roll : é , ; : : Henri BERGMAN 
ROBERT PLANQUETTE— 1848-1903 
‘“CHIMES OF NORMANDY.”’ Selections . : : , . Rosert ARMBRUSTER 
EDUARD POLDINI—1869 
ETUDE DE CONCERT IN A-FLAT. Op. 19, No.5 . ; : Fanny Votey RoGErs 
ETUDE DE CONCERT IN A-FLAT. Op. 19, No.5 . ; ; \ DesipEr VECSEI 
MARCHE MIGNONNE (Dainty March). Op. 15, No.2 . : . Rosert ARMBRUSTER 
POUPEE VALSANTE (Waltz in D) : : : : 5 ARTHUR SHATTUCK 
MANUEL M. PONCE 
CUBAN SONG (Sono mi Mente-Loca) . : : : : ; Manus. M. Ponce 
ESTRELLITA. Mexican Love Song .« : 5 : : ‘ . Maurice DuMEsNniL 
MEXICAN SERENADE A : = 4 : A - 5 Manuet M. Ponce 
AMILCARE PONCHIELLI—1834-1886 
DANCE OF THE HOURS. Ballet Music from *‘La Gioconda” . . Rosert ARMBRUSTER 
GIOCONDA, LA. The Blind Girl’s Song (La Cicca) : ‘ j Exva Faretu Riper 
DAVID POPPER—1843-1913 
ARLEQUIN. Accompaniment Roll. Violin or ’Cello : ; : Mavrice Damsois 
TARANTELLE. Op. 33. Accompaniment Roll. ’Cello : : : Maurice Damsots 
FRANCIS POPY 
SPHINX VALSE . . : , j : f , ; és Ferrx ARNDT 
LEFF POUISHNOFF 
QUAND IL PLEUT (When It Rains); and MUSICAL BOX : : Lerr PouisHNOFF 
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COMPOSERS LIST 


JOHN POWELL 
(For Portrait and Biographical Sketch, see Interpreters List) 
AT THE FAIR. Sketches of American Fun: 


The Banjo Picker . : 4 : 4 ; ; Joun PowE.i 
Circassian Beauty . : , ; ; : ; : Joun PowEtu 
Clowns ; : ; 3 5 : 5 : Joun PowELi 
Hoochee Coochee feance ‘ : : ; : : Joun Powe i 
Merry-Go-Round . : é ’ ‘ : : A Joun PowE.i 
Snake Charmer : : : ‘ : : 3 Joun PowELi 


BANJO PICKER, THE. See ‘At the Foie. ie 
CIRCASSIAN BEAUTY, THE. See ‘At the Fair.”’ 
CLOWNS. See ‘‘ At the Fair.”’ 

HOOCHEE COOCHEE DANCE. See ‘At the Fair.”’ 
MERRY-GO-ROUND. See *‘ At the Fair.’ 


PIONEER DANCE. From, “‘In the South’’ Suite : : : . Joun PowsEti 
POEME EROTIQUE ; : : ’ ; : ; : ; Joun PowEti 
SNAKE CHARMER. See ‘At the Fair.”’ 
TO A BUTTERFLY. Accompaniment Roll. Soprano in F . : ; Joun PowEii 
SERGE PROKOFIEFF 
(For Portrait and Biographical Sketch, see Interpreters List) 

GAVOTITE. Op. 12, No. 2 ' ; é ; : Z SERGE PROKOFIEFF 

“LOVE FOR THREE ORANGES, THE.’ cinrernen : : ; SERGE PROKOFIEFF 
MARCHE. Op. 12, No. 1 ; 2 : 5 2 , ; : SERGE PROKOFIEFF 
PRELUDE. Op. 12, No. 7 > ; , , ; : : SERGE PROKOFIEFF 
RIGAUDON. Op. 12, No.2 . : ; : : : ; ‘ SERGE PROKOFIEFF 
SARCASMS. Op. 17, Nos. land2 . , ‘ : ; ‘ : SERGE PROKOFIEFF 
SCHERZO, 0p. 12,.No. 10. . E : : : : , SERGE PROKOFIEFF 
SUGGESTION DIABOLIQUE. Op. 4, Ne: 4y : : , . ArtHuR RuBINSTEIN 
TALES OF THE OLD GRANDMOTHER F 3 : : : SERGE PROKOFIEFF 
TOCCATA. Op. 11 : ; : ; ; : ; f ‘ SERGE PROKOFIEFF 

ARTHUR PRYOR 

THE WHISTLER AND HIS DOG . : : ; 5 ‘ ’ Henr1I BERGMAN 


GIACOMO PUCCINI— 1858-1924 
BOHEME, LA. Mimi’s Song, Act I. Accompaniment Roll. Soprano in D Daisy HorrMan 
BOHEME, LA. Musetta’s Valse Song. As aoa Roll. Soprano in 


E-flat . : ; ; : : : Erno RapEE 
BOHEME, LA. Rudolph’s Nee : 5 : 3 , ‘ Ferix ARNDT 
MADAMA BUTTERFLY. Love Duet, “Kindly Heavens, Finale, Act I . Fetix ARNDT 
MADAMA BUTTERELY. ‘‘One Fine mee oy eae Roll. So- 

prano in G-flat : ‘ , : ; CornraaD V. Bos 
MADAMA BUTTERFLY. selcainns : . Rosert ARMBRUSTER 
TOSCA, LA. Vissi d’Arte, Vissi d’Amore. Accompaniment Roll. Suet 

in G-flat : ‘ : Z , : . : CornraaD V. Bos 


HENR Y PURCELL—1658-1695 


MINUET IN G MAJOR. From Suite No. 1 ’ ; , ; : IRENE SCHARRER 
PURCELL-FISHER 
PASSING BY. Low Voice, in F. Accompaniment Roll : ‘ : Frank La Force 
EGON PUTZ 
MAZURKA. Op. 40, No.3. ; : : : : é : : Econ Putz 
SERENADE MELANCOLIQUE : ‘ : ; 2 : : Econ Putz 
VALSE. Op. 40, No.1 . : ; : : : : ° : : Econ Putz 
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Serger Uassilievitch 
‘Rachmaninoff 


Born in Onega, Novgorod, Russia, April 2, 1873 
Now living in New York City 


ACHMANINOFF belongs in the 
R group of new Russian composers, 
but we do not classify him as an 
ultra-modernist or as a futurist. He is not 
of the Scriabin or Stravinsky type, but 


rather a sort of connecting link between 
old traditions and new ideals. 
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This composer showed great musical 
ability as early as four years of age. He 
was a pupil at the Petrograd and Moscow 
Conservatories. He learned to know the 
German and French master composers. The 
scope and character of his works show an | : 
all-around musicianship. He was a teacher AGO WUsill WO 
and a world renowned piano virtuoso. AS . jucccaunseuccueenuasoosevocauacaacuaacadeas 


a pianist artist, he traveled much, but this does not seem to have lessened his creative power. 


In his compositions, he is perhaps today considered to be at his best in music for the 
piano. These compositions are in a variety of moods and styles. They have rhythmic variety 
and are rich in color and harmonic effects. The themes used are expressive and beautiful. 
These compositions may reflect tenderness or ardor; strength and lofty courage; the heroic 
and the ideal. And always there is present a quality that distinguishes the composer’s 
strong individuality. 


Duo-Art Records of Compositions by SERGEI VASSILIEVITCH RACHMANINOFF 


TITLE PLAYED BY : ROLL NO. PRICE 
ELEGIE; Op.3;, Nese ; : RupotpH Ganz 7057-3 2.75 
FLOODS OF SPRING. Ace eee Roll. High ve in E- ne : Frank La Force 11888 2.00 
HOPAK. Transcription from Mussorgsky : , ; Gitta Grapova 68560 2.50 
IN THE SILENCE OF THE NIGHT. Op. 4, No. 3. Accompaniment Roll. 

High Voice in F Major . : : : : CornraapD V. Bos 12568-S 2.00 
MELODIE. Op. 3, No. 3 ; ; : Z , ‘ : ‘ . Ruporea Ganz 5636-4 3.00 
POLICHINELLE. Op. 3, No. 4 : A : , : ; CLARENCE FUHRMAN S-31338 2.00 
POLICHINELLE. Op. 3, No. 4 ‘ ; , : P : ; VerA Ricwarpson S-31199 2.25 
POLKA—To W. R. ; « (ee : ; SHURA CHERKASSKY 67138 2.00 
PRELUDE IN C-SHARP MINOR. Op. 333 No. Z : : ; : JosEF HormanN 6525-8 4.00 
PRELUDE IN C-SHARP MINOR. Op. 3, No. 2 : : ; . Ossrp GasritowiTscH 5804-5 3.25 
PRELUDE IN G MINOR. Op. 23, No. 5. : : c : ; JoserF HormMann 6229-8 4.00 
PRELUDE IN G MINOR. Op. Das WOW ; : : : ; SERGE ProxorierF 6198-4 3.00 
ROMANCE . : : : d ; : : ; y . RuporpH Ganz 6285-4 3.00 
SERENADE. Op. 3, Nia Sita ; ‘ : ; 5 : : Auretio Grornt 70318 2.00 
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JOSEPH JOACHIM RAFF—1822-1882 
CAVATINA in D. Op. 85, No. 3. Transcription by Pauer. Erno Rarzz 63158 
CAVATINA. Op. 85, No. 3. Accompaniment Roll. Violin or ’Cello in 1D Maovrice Damsois 10298 
FILEUSE, LA (The Spinner). Etude Op. 157, No.2: : . Paquira Mapricuera 61378 
TAMBOURIN. Op. 204, No. 6 : : Georeia Hatt-Quicx S-30246 
JEAN PHILLIPE RAMEAU—1683-1764 
GAVOTTE and VARIATIONS. Transcription 2 eae rue Lecinska 6217-3 
MUSETTE . ; Harotp Bauer 6186-4 
RIGAUDON. Teareeripdon os Godowsicy ; Joun THompson 59038 
RONDO and GIGUE by Desmarets . : Lewis Ricoarps 69029 
TAMBOURIN. Renaissance, No. 6. eeeeer pion by iGodowslen . Victor WITTGENSTEIN 59879 
TAMBOURIN. Renaissance, No. 6. Transcription by Godowsky ; Nap1A REISENBERG 68339 
OSCAR RASBACH 
TREES. Accompaniment Roll. Low Voice : ‘ P : .  Erva Faere Riper 12186-S 
MAURICE RAVEL—1875 
JEUX D’EAU. Playing Fountain. : : ; : 5 ; E. Ropert Scumirz 6199-3 
HUSTON RAY 
IN A WOODLAND GLADE. Valse in D-flat . : : ; : : Huston Ray 65797 
L. RAY 
SUNSHINE OF YOUR SMILE, THE. Key E-flat_ , ; F : Pui OnmMAn 100965 
WILLIAM H. REES 
THAT WAS YOU AND ONLY YOU. Song Roll : : s ? WixiiiaM H. Rees. 102375 
HEINRICH REINHARDT 
TWO LITTLE LOVE BEES. ‘‘Radio Favorites, No. 1.’’ Arranged by 
Robert Armbruster . ; . Rosert ARMBRUSTER 70868 
JULES REYNARD 
A BOWL OF PANSIES . : ; : : é : : ; GENEVIEVE Pitot 70706 
RHENE-BATON—1879 
SPINNERS. Op. 13, No. 5. From ‘‘In Brittany”’ 2 ‘ , : ELEANOR SPENCER 63099 
RIABININ-SILOTI 
RUSSIAN FOLK SONG. Transcription by Siloti : é ’ ; ALEXANDER SILoTI 6657-3 
SONIA’S SONG. See “‘Russian Folk Song.”’ ; 
VERA RICHARDSON 
A TRIP TO MUSIC LAND. Series 1. The Arrival . : ; : Vera RicHarpson 9078-S 
A TRIP TO MUSIC LAND. Series 2. At the Circus . : : , Vera RicHarpson 9088-S 
TERESA DEL RIEGO 
OH DRY THOSE TEARS. Song Roll : : é : : ; ; Ferix Arnpt 100185 
THANK GOD FOR A GARDEN. Song Roll. ; ; é . RosertT ARMBRUSTER 101685 
FRANZ RIES—1846 
PERPETUAL MOTION. Op. 34, No. 5. Accompaniment Roll. Violin ANDRE Benorst 12398-S 
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Nekolac Andreyevich 
Rimsky-Korsakoff 


Born in Tichvin, Novgorod, March 18, 1844 
Died near Petrograd, June 21, 1908 


re 
. By 


IMSKY-KORSAKOFF was one 
of a group of five Russian com- 
posers who called themselves Neo- 

Russian. They took their inspiration to 
compose from folk-tunes and folk-lore; 
hence, they considered themselves to be 
the supporters of a truly Russian school 
of composition. The other four were Cui, 
Mussorgsky, Borodin, Balakireff. ‘‘The 
Soul of Russia’’ in music was the desire of 
the five, and in carrying forward this de- 
sire, they furthered the hope and vision 
of Glinka, who lived nearly a half century 


ee TINO eS UA AA 
Rimsky-Korsako f f, w hen a youth, 3S AORMNDAOHA DONO GCHAHOHOOOHOHABAdAABAIARDAAARE 

was graduated from a naval academy, and later made a tour of the world asa mid- 

shipman. He became a man of culture and broad experience. He turned to music as a means 

of expression, and his talent has made itself manifest in the very free forms of the symphonic 

poem. In this he showed great skill as a tone colorist. 


That he was a poet no one could ever doubt, after hearing his impressions of the ocean. 
That he was a true patriot can never be doubted, after appreciating his tendency to use 
folk-tunes as thematic material, which he had the ability to develop with great skill. 


He was a great reader of romantic literature, and the color and mystery of the Orient 
fascinated him. He gives expression to this fancy in his operas ‘‘Sadko”’ and ““Le Coq d'Or,” 
and in the “‘Scheherazade Suite.”’ 


Duo-Art Records of Compositions by NIKOLAI ANDRE YEVICH RIMSK Y-KORSAKOFF 


TITLE PLAYED BY ROLL NO. PRICE 
CHANSON INDOUE. See ‘Song of India.”’ 
COQ D'OR, LE (‘The Golden Cockerel’”). Selections ( : .  ArtHUR RusinsTEIN 6857-4 3.00 
GOLDEN COCKEREL, THE. See **Hymn to the Sun.” 
HYMN TO THE SUN. From ‘‘The Golden Cockerel’”’ : : : Erne Lecinska 65490 2.50 
SADKO. See ‘‘Song of India.” 
SCHEHERAZADE. Fantasia Arrangement from the Symphonic Suite SerGce ProxorizrrF 7001-4 3.00 
SONG OF INDIA (Chanson Indoue). From ‘‘Sadko.’” Accompaniment 

Roll. Violin or Medium Voice in G ; : : . Rosert ARMBRusTER 10956 1.50 
SONG OF INDIA. From “‘Sadko.”’ Song Roll . : : . Rosert ArmsrusTER 103145 1.25 
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ALFRED ROB YN—1860 
ANSWER : : ; , ‘ é 5 ‘ ; ? ; Fretix ARNDT 
JULIUS ROENTGEN—1855 
HOLLAND'S PEASANT SONGS AND DANCES : : ; ELEANOR SPENCER 
JAMES H. ROGERS—1857 
STAR, THE. Song Roll in D-flat_. : é ( : . Exganor Suaw 
STAR, THE. Accompaniment Roll. Soprano in D- fie : : ; . Exeanor SHaw 
CARO ROMA 
CAN’T YO’ HEAR MECALLIN’ . ‘ 3 ; ; : . Rospert ARMBRUSTER 
SIGMUND ROMBERG 
AUF WIEDERSEHN (Good-Bye). Song Roll. ; ; ; . Rosert ARMBRUSTER 
‘‘BLOSSOM TIME.”’ Song of Love. Song Roll . : : . Rosert ARMBRUSTER 
“MAYTIME.”’ Will You Remember? Song Roll : , ‘ . Roxsert ARMBRUSTER 
‘‘PRINCESS FLAVIA.”’ Selections . 5 ; : : : . Rospert ARMBRUSTER 
SONG OF LOVE. See ‘‘ Blossom Time.”’ 
“STUDENT PRINCE, THE.”’ Selections : , : GENEVIEVE Pitot 
SWEETHEART. From ‘‘Maytime’’ and In My 8 eae Alice Blue 
Gown—From “‘Irene’’ by Tierney . : 5 : Erno Rapeg 


WILL YOU REMEMBER? See *‘Maytime.”’ 


LANDON RONALD— 1873 


DOWN IN THE FOREST. From ‘‘A Cycle of Life."” Accompaniment 
Roll. High Voice inE . 5 : : : : . Frank La Force 


JUVENTINO ROSAS 
OVER THE WAVES (Sobre las Olas) : ’ ; : i : GENEVIEVE PIToT 


MORITZ ROSENTHAL— 1862 


PAPILLONS (Butterflies) : : : : 5 : ; . ARTHUR FRIEDHEIM 
PAPILLONS (Butterflies) : : ; J “. ; : E : Hans EsELi 
MICHAELANGELO ROSSI 


ANDANTINO IN G MAJOR, and TOCCATA.NONA, by Scarlatti . ALFRED KuGEL 


GIOACHINO ANTONIO ROSSINI—1792-1868 
‘“‘BARBER OF SEVILLE, THE. Overture aed ‘ : ; : . RupoipH GANz 
“WILLIAM TELL.”’’ Overture ; ; : Erno Raprr 


CLAUDE JOSEPH ROUGET DE LISLE—1760-1836 
“MARSEILLAISE, LA. Song Roll. ; : - : é : GENEVIEVE Pitot 
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Anton Gregorovitch 
Rubinstein 


Born in Vichvatinets, Bessarabia, Nov. 28, 1829 
Died at Peterhof, near Petrograd, Nov. 20, 1894 


HE greatest pianist of his genera- 

tion, and after Liszt the undisputed 
ruler of the pianistic world, Rubin- 

stein was also a prolific composer. He is 
a rather tragic figure among composers, 
inasmuch as he failed to realize his tower- 
ing ambition to be acclaimed a great dra- 
matic composer. He died a disappointed 
man, notwithstanding that several of his 
thirteen best-known operas (such as 
“Nero, = > LhesMaces bccsmamaesltnic 
Demon’’) have many admirers; that his 


new form of so-called Sacred Opera with ) Ce : 
which hemadehischiefbidforimmortality &, <oyrep Sul MMMM RO 


(@ The, Tower ot Babelies Patadise ostes 


‘“Moses,”’ “‘Christus’’) has features of marked originality and powerful ideality; 
that his “Ocean Symphony,”’ his piano concertos, and many beautiful piano pieces in diverse 
styles have been received with the warmest enthusiasm; and that he was féted and adored 
as few musicians ever have been. 

Rubinstein’s piano compositions belong to that higher type of salon music—graceful, 
pleasing, aristocratic—which was earlier developed by such composers as Chopin, Men- 
delssohn, and Liszt, and of which Moszkowski, Leschetizky, Rachmaninoff are familiar 
later exemplars. He was one of the foremost of his age in the writing of original and 
piquantly pianistic genre pieces, many of them improvisational in character,and many of them 
far too beautiful to be permitted to lapse into oblivion. 


BARCAROLLE IN A Minor (Second) ; 6682-4 Romance IN E-Fiat, Op. 44, No. 1 : 6991-4 
KamENNOI-OstRow, Op. 10, No. 22 : 6057-4 Txou’rt Lixe Unto a Firower . ; 69247 
Metopy 1n F, Op. 3, No.1 . ; : 6099-6 VatsE Caprice IN E-Frat , ; ; 6561-5 


Duo-Art Records of Compositions by ANTON GREGOROVITCH RUBINSTEIN 


TITLE PLAYED BY ROLL NO. PRICE 
BARCAROLLE. First in F Minor . : é ; : : e . Epwin Hueues 68830 2.50 
BARCAROLLE. Second in A Minor : ‘ : P ; 3 . Joser Hormann 6682-4 3.00 
BARCAROLLE. Fifth in C Minor . : ‘ E , ; f Ottver DenToN 6502-3 2.75 
KAMENNOI-OSTROW. Op. 10, No. 22 . , : : ; ; . Harotp Bauer 6057-4 3.00 
KAMENNOI-OSTROW. Op. 10, No. 22 . ; : . Lionex Levinson-Sinciarr 64949 2.25> 
MELODY IN F. Op. 3, No.1. : 2 : 5 é : ’ Joser HormMann 6099-6 3.50 
NOCTURNE IN G. Op. 75, No. 8 . ‘ : : é ‘ : Guiomar Novars 6970-3 2.75 
NOCTURNE IN G. Op. 75, No. 8 . : ‘ : : ‘ : Marx Hamsourc 56540 2.50 
ROMANCE IN E-FLAT. Op. 44, No.1. : s : : § Icnaz FrispMan 6991-4 3.00 
ROMANCE IN E-FLAT. Op. 44, No.1 . : : ‘ : ; . Herma Mento 61158 2.00 
SERENADE IN D MINOR . d : ; ; . Leorpotp Gopowsxy 5752-3 2.75 
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STACCATO ETUDE IN C. Op. 23, No. 2 ’ ‘ : : ! AurELIO GiorNI 66269 
STACCATO ETUDE IN C. Op. 23, No. 2 ‘ : : : MorssaYe Bocustawskt S-30258 
THOU'’RT LIKE UNTO A FLOWER : ; : t : . Rosert ARMBRUSTER 69247 
TROT DE CAVALERIE . : : : : ; ; . : Mitts AND Brooxs 65898 
TWILIGHT. From ‘‘Feramors.’’ Transcription by Coerne. Piano Part. 

Orchestra Series. : 3 ; ‘ : : : ARTHUR SHEPHERD 67918 
VALSE CAPRICE IN E-FLAT : 3 : : é - . Joser Hormann 6561-5 
VALSE CAPRICE IN E-FLAT : : : : : ‘ . Georeora Hatt-Quicx $-30319 

KENNEDY RUSSELL 
FAREWELL (Vale). Accompaniment Roll : : : F . Rosert ARMBRUSTER 11897 
FAREWELL (Vale). Song Roll : . : : 3 ‘ . Rospert ArmMBRusTER 103055 
CHARLES CAMILLE SAINT-SAENS 
(For Portrait and Biographical Sketch, see Interpreters List) 
BOURREE IN B MINOR. From ‘“‘Second Violin Sonata.’’ Transcription 

from Bach. : : : : : : Rupotpx Revter 67719 
CAPRICE. From ‘‘Air de Ballet d’ yee ’ Transcription from Gluck Guiomar Novags_ 6216-4 
CONCERTO IN G MINOR (Second). Op. 22: 

First Movement: Andante Sostenuto : ‘ ; : . Harortp Baver 5953-4 

Second Movement: Allegro Scherzando_ . : : K . Harorp Baver 5963-4 

Third Movement: Presto : : é ; ; : . Harotp Bauer 5973-4 
CYGNE, LE. See ‘‘The Swan.” 

DANSE MACABRE. Op. 40. For Two Pianos. First Piano Part. 

Accompaniment Roll ; : , : Upa Watprop 10998 
ETUDE EN-FORME DE VALSE . : ALFRED Cortot 6372-4 
INTRODUCTION AND RONDO CAPRICCIOSO. Op. 28. Accom- 

paniment Roll. Violin . : ‘ 4 : : . Awnpre Benorst 12039 
MARCHE MILITAIRE FRANCOISE. ‘‘Suite Algerienne,’’ No. 4. 

For Two Pianos. Second Piano Part. Accompaniment Roll Rupotex Ganz 10019 
MAZURKA. Op. 66, No.3. ‘ : eles CaMILie Sarnt-SaENs 5674-6 
MY HEART AT THY DEAR VOICE. Tne aan and’ Delilah.’ 

Accompaniment Roll. Mezzo-Soprano in D-flat : : CoznraaD V. Bos 10688-S 
MY HEART AT THY DEAR VOICE. From ‘‘Samson and Delilah.” 

Accompaniment Roll. Mezzo-Soprano in D-flat : McNarr Incenrritz 59109 
MY HEART AT THY DEAR VOICE. From ‘‘Samson and Delilah.”’ 

Song Roll. : : . Rosert ArmMBRusTER 102906 
O LOVE THY HELP. From * Santen ae Delilah,’ Teac 

Roll. Mezzo-Soprano in F gts : CoznraapD V. Bos 10819-S 
ONLY TO THEE. Accompaniment Roll. Vocal Duet in D Ree 

Transcription by Brancomb_ . : : ‘ Frank La Force 11917 
POLONAISE. Op. 77. For Two Pianos. First Piano fae Riccar en: Rupotpx Ganz 10948 
REVERIE DU SOIR. ‘‘Suite Algerienne,’’ No. 3. For Two Pianos. 

Accompaniment Roll. (Second Piano Part) : : - . Ruportpx Ganz 10028 
RHAPSODIE MAURESQUE. ‘‘Suite Algerienne,’’ No. 2. For Two 

| Pianos. First Piano Part. Accompaniment Roll . : : . RuportpH Ganz 10948 
“SAMSON ET DELILAH,” Improvisation. (See ‘‘My Heart at Thy 
Dear Voice’) . ; ‘ ‘ : . C#arzes CAMILLE SAINT-SAENS 5696-6 
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DUO-ART PIANO MUSIC 
“SUITE ALGERIENNE.”’ See ‘‘Rhapsodie Mauresque,’’ No. 2. 
See ‘Reverie du Soir,’ No. 3. 
See ‘‘Marche Militaire Francaise,’’ No. 4. 


SWAN, THE (Le Cygne) : . . Ruporpx Ganz 
SWAN, THE (Le Cygne). Accompaniment Roll, Violin or “Cello : Maurice Damsois 
VALSE MIGNONNE . : ; : : ‘ ; CHARLES CAMILLE SAINT-SAENS 
VALSE NONCHALANTE 5 ‘ ; 3 CHARLES CAMILLE SAINT-SAENS 
WEDDING CAKE (Caprice-Valse). For Two Pianos. First Piano Part. 

Accompaniment Roll ; : , : : : : . ALFRED CorToT 


CARLOS SALZEDO 
REVERIE. Op. 18 . 5 : : ; : : F ; : Carxos SALZEDO 


VASSILI SAPELLNIKOFF— 1868 


DANSE DES ELFES. Op.3.. : : ; : ‘ s Ossie GABRILOWITSCH 
SECOND GAVOTTE. Op. 5, No. 2. 3 . : : ; ; . Ruporer Ganz 


PABLO DE SARASATE—1844-1908 
GIPSY AIRS (Zigeunerweisen). Op. 20. Accompaniment Roll. Violin . Anpre BEnoist 


EMIL SAUER—1862 


ECHO DE VIENNE. Valse de Concert . : 2 5 : : . Erno RaApEE 
GALOP DE CONCERT . : : 4 F F . é : Rostra RENARD 


ALESSANDRO SCARLATTI—1659-1725 


AIR FROM TOCCATA SECUNDO and ““THE CAT’S FUGUE” by D. Scarlatti ALFrep KucGEL 
TOCCATA NONA and ‘‘ANDANTINO IN G MINOR,”’ by Rossi « . . ALFRED KuGer 


DOMENICO SCARLATTI—1685-1757 


CAPRICE (Capriccio) IN B-FLAT. Transcription by Hutcheson . . Ernest HutcHeson 
CAT’S FUGUE, and ‘‘AIR FROM TOCCATA SECONDO,”’ by A. Scarlatti Atrrep Kucen 


SONATA IN G MAJOR. Sonatas for Piano, Vol. 1, No. 14. Revised by 
Paul Dukas . , q Myra Hess 


SONATAS. No. 15 in A Major; 1S 12 in G vice No. 16 in C Matos . ALFRED KuGEL 


FRANZ XAVER SCHARWENKA 
(For Biographical Sketch, see Interpreters List) 


POLISH DANCE: Op. 3, No-1 : : ? : . FRANZ XAVER SCHARWENKA 
POLISH DANCE. Op. 3, No. 1 : : : , 5 ; , . Haroxrp Bauer 


VICTOR SCHERTZINGER 


MARCHETA. Song Roll. Transcription by O'Hare . s ; : GENEVIEVE Pitot 
MARCHETA (Mexican Love Song). Key of D . : , : . Irene p1-G1ovann1 
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Franz Schubert 


Born near Vienna, January 31, 1797 
Died in Vienna, November 19, 1828 


CHUBERT was, perhaps, one of the 
least schooled of our early great musi- 
cians. This was not particularly a 
handicap to him, as he had a natural capa- 
city to compose, and what is more, a great 
desire to do so. His natural melodic facility 
enabled him to throw aside most pre- 
scribed rules for harmonic structure used 
by previous composers. This very freedom 
which he allowed himself, together with 
his ability to closely adapt a melody and 
itsaccompaniment torepresenta mood, led 
toanew type of musical expression in which 
even the accompaniment itself seems to 
divine the poet’s intention and give to it _ : 
the most adequate musical expression. The &, \ Sy Nun es 
A rt S on g accom p a nim ent i st ep resent ed 1 n Ep oit jc ooseoasoasensenacesanseeaasacaeaaaaae 

Tue ErRLKING : ‘ : : . 6407-4 Harx, Hark THE Lark . ; 5 . 6694-6 

MarGARET AT THE SPINNING WHEEL we 6/429 

Schubert was one of the four great composers (Schumann, Chopin, Mendelssohn and Schu- 
bert) who helped give significance to small piano compositions, types of which are rep- 
resented by: . 

Impromptu, Op. 90, No. 3 ; : . 61899 Moment Musicat, Or. 94, No.2 . . 65200 

Moment Musicat, Or. 94, No.3. _ 5841-4 Moment Musicat, Op. 94, No.6) 6233-5 
While in his symphonies—the best known being his symphony in B Minor (the Unfinished) 
__we have an example of spontaneity in expression, if not in construction, that will hold 
a worthy place besides the greatest symphony of Beethoven. 

Unrinisoep Sympnony—(Both Movements) . : a5 120,55130 

The C Major Symphony, in spite of its great length, retains its popularity because of its 
rhythms and accents, its scherzo effects and its wealth of melody, particularly in the last 
two movements. 


Duo-Art Records of Compositions by FRANZ SCHUBERT 
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TITLE PLAYED BY ROLL NO. PRICE 
AUF DEM WASSER ZU SINGEN. Accompaniment Roll. Soprano in A-flat CoznrAAD V. Bos 11128 2.00 
AVE MARIA. Op. 52, No. 6. Song Roll - aes : _ Ropert ArmprusterR 102835 1.25 


AVE MARIA. Op. 52, No. 6. Accompaniment Roll. Mezzo-Soprano in A-flat Copnraap V. Bos 11328 2.00 
AVE MARIA. Op. 52, No. 6. Accompaniment Roll. For Violin. 

Arranged by Wilhelmj . ; : 3 : ; : Exrena Dz Marco 10906 = 1.50 
BALLET MUSIC. See ‘‘Rosamunde.”’ 


BEE, THE. Accompaniment Roll for Violin. : ; : ; . Awnpre Benoist 12579 = 2.25 
DU BIST DIE RUH (Thou Art Repose). Transcription by Liszt . _ Ernest Hutcueson 57909 = 2.25 
ERLKING, THE. Transcription by Liszt . : ; ‘ ; Ionaz FrrepMan 6407-4 — 3.00 
FRUHLINGSGLAUBE (Faith in Spring) : : E : ; AvurRELIO GiorN1 59008 2.00 
HARK! HARK! THE LARK! Transcription by Liszt : : Ionace J. Paperewsk1 6694-6 3.50 
HARK! HARK! THE LARK! Transcription by Liszt ‘ , : Auretio Grornt 60529 = 2.25 
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IMPATIENCE (Ungeduld). Accompaniment Roll. High Voice in A . CornrAAD V. Bos 11308-S 
IMPROMPTU. Op. 90, No. 3 in G-flat. ‘ ; : ; AvurRELIO Giorn1 61899 
IMPROMPTU. Op. 142, No. 2in A-flat . ; : ; Ianace J. PADEREWsKI 6794-6 
IMPROMPTU. Op. 142, No. 3 in B-flat C Rosamiade: Dae ; : . ALFRED Cortot 6441-4 
LITANY. Transcription by Cortot . ; : ; . ALFRED Cortot 6126-4 
MARCHE MILITAIRE. Op. 51, No.1. ; vent Bae AND Ossip GaBRILOWITscH 6487-6 
MARCHE MILITAIRE. Op. 51, No. 1. Transcription by Tausig A Erner Lecinska 5584-5 
MARGARET AT THE SPINNING WHEEL. Op. 2. Transcription by 
Diszt, ALEXANDER Borovsky 67429 
MARGARET AT THE SPINNING WHEEL. Op. 2. Recomoaament 
Roll. Soprano in D Minor ; : : : : Frank La Force 10888-S 
MENUETIO . : : : ; : 4 ; . Harorp Bauer 6212-5 
MILITARY MARCH. See Matahe Melee 
MOMENT MUSICAL. Op. 94, No. 2 ; ; : : ‘ : ; . Etry Ney 65200 
MOMENT MUSICAL. Op. 94, No. 2 AURELIO G1oRNI 60669 
MOMENT MUSICAL, Op. 94, No. 2 HELEN MENNIG 70429 
MOMENT MUSICAL. Op. 94, No. 3 Ossip GaBRILOWITsCH 5841-4 
MOMENT MUSICAL. Op. 94, No. 4 Ernest HutcHeson 64929 
MOMENT MUSICAL. Op. 94, No. 6 Outver DENTON 6233-3 
QUARTET FOR STRINGS IN D MINOR. No. 6: 
Second Movement: ‘‘Death and the Maiden”’ . : ; . Carotyn BerBe 5169 
Third Movement: Scherzo ‘ : : : : ; . Harotp Bauer 67690 
ROSAMUNDE. Op. 26. Ballet Music ; : . Ruporpa Ganz 6200-5 
ROSAMUNDE IMPROMPTU. See ‘ Tate Op. 142, No. ge 
SERENADE. “‘Swan Songs,” No. 4. Transcription by Liszt : . Harorp Baver 6671-3 
SERENADE. “‘Swan Songs,” No. 4. Transcription by Liszt Lionet Levinson-Sinciair 62879 
SERENADE. “Swan Songs,” No. 4. Transcription by Liszt ° : ; Daisy Netiis 59526 
STRING QUARTET. See ‘‘Quartet for Strings in D Minor.”’ 
THOU ART REPOSE. See ‘‘Du Bist die Rub.”’ 
TROUT, THE (Die Forelle). Op. 32 : : AvuRELIO GiorNI 61760 
TROUT be (DicsHorelic) ms 32) Accompaniment Roll. |. Soprano i in 
Dalat. : : : 5 : CorenraaD V. Bos 11207-S 
UNFINISHED SYMPHONY: 
First Movement: Allegro moderato . i 4 : : ALBERT STOESSEL 5120 
Second Movement: Andante conmoto ALBERT STOESSEL 5130 
WANDERER FANTASIA (Slow Movement); and GOOLENKI (Cradle 
Song) . ; : : : ALEXANDER SILOTI 68759 
WHITHER (Wohin). Transerpeicn by (hae : ; ; . Maria CARRERAS 6836-3 
WHITHER (Wohin). Accompaniment Roll. High Voice in G ; : CoznRaAAD V. Bos 11288-S 
WOHIN. See ‘‘Whither.”’ 
EDUARD SCHUETT— 1856 
A LA BIEN AIMEE ; ‘ : , : ; : : E . Harotp Baver 6986-4 
A LA BIEN AIMEE ; ; : : : : ‘ . Carotyn Cone Batpwin 63119 
CANZONETTA IN D MAJOR ; : : Ernesto BERUMEN 62438 
CARNIVAL MIGNON. Op. 48, No. 5. Piewree Reveu® Noctamnette : ALEXANDER RaaB_ 57148 
CARNIVAL MIGNON. Op. 48, No. 2. Serenade d’Arlequin. , ALEXANDER RaaB_ 61279 
MELANCOLIE. Op. 34, No. 1 ; ‘ , 5 é 4 Erner Herr Litcurietp S-30746 
PEU BAROQUE, UN. : p é ; : ; F ; ; Ferrx ARNDT 64588 
REVERIE. Op. 34, No. 5 : : : ; : 4 ‘ MotssayE BoGustawsk1_ S-30116 
ROMANCE. Op. 38, No.2 — . : , ; ‘ : ; : . Joser Martin 60328 
ROMANCE. Op. 38, No.2. 2 : : : : Davin Prserzx1 67018 
SERENADE D’ARLEQUIN. See ‘ ernie Ge mae Op. 48, No. 2. 
TENDRE AVEU (Romance). Op. 17, No. 2 ; : ‘ .  Datimeyer Russet S-30978 
TENDRE AVEU (Romance. Op. 43, No. 2 : : : i : ALEXANDER RaaB_ 56318 
TENDRE AVEU (Romance). Op. 43, No.2. . Hucu Hopeson S$-30638 
a aa SCHULHOFF—1825- 1898 
SOUVENIR DE VARSOVIE . : : : Cuar.es GILBERT Spross 63517 
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Robert Schumann 


Born in Zwickau, Saxony, June 8, 1810 
Died at Endenich, July 29, 1856 


@aa 


T the age of twenty Robert Schu- 
mann was well on his way to 
become a concert pianist. Com- 

‘position was then a secondary matter to 
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him. By wrong manner in practicing he 
lamed one of the fingers of his right hand, 


aaaaaaa 


so his preparation for a virtuoso career 
came to an end. This may have brought 


great unhappiness to Schumann himself 
at the time, but was an incident in his life 
which not only changed his career, but 
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gave to the world one of the most inspired 
and genial composers—a man of fantastic 


yet thoughtful and deep nature—and a 


true poet. He is one of the four composers * ; 
—Schubert, Mendelssohn, Chopin and Schumann—who helped to give prominence to 
smaller forms in composition. Types of these are: 


AurscHwunc (Soaring), Op. 12, No.2 . 6665-6 Forest Scenzs, Op. 82, No. 1 : 63379 
Des ApenDs (Evening) and Warum? (Why?) 6570-4 Romance, Op. 28, No. 2 : : . 6384-3 


Schumann is more intimate than Mendelssohn or Chopin—more reflective and more pro- 
found. He has less control of form than either of these, hence he is more able to reflect life. 
In his ‘‘Papillons’’ and ‘‘Carnaval’’ he gave expression to poetic fancy. Free from boundaries 
of form, they reflect his mental life, his impressions or his fancy for but a moment. 


CarNavaL, Op. 9, Nos. 1 to 13 : . 6264-3 CarnavaL, Op. 9, Nos.14to21 . . 6282-3 
Papittons, Op.2  . ‘ : : . 6560-4 


Characteristic of Schumann are his groups of short tone poems, each portraying some mood, 
character or scene of child-life, as: 


ALBUM FOR THE YOUNG, OP. 68 , . 6251-5 Trdumeretr, Op. 15, No. 7 : y ~ 5855-3 
NacusttcKx, Or. 23, No. 4 j : . 6488-3 


Schumann's symphonies and sonatas are music for the mind and still more for the heart. 
They are expressions which are not conventional, but are filled with great inspiration 
and charm. 


Sonata, Op. 11, No. 1—Introduction . 57496 Finale : é 4 ; . 5800-4 
First Movement m ‘ . 57500 SympxHonic Stuprss, Op. 13, Partl . . 6859-4 
Second Movement . ‘ . 5769-4 Patt 2.. . 6868-4 
Third Movement. , . 5787-4 
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Duo-Art Records of Compositions by ROBERT SCHUMANN 
TITLE PLAYED BY ROLL NO, 
ABENLIED. Violin Accompaniment : 4 ; : : : Georces Enesco 12988 
ABENDS, DES (Evening). See ‘‘Fantasiestiucke,’’ Op. 12, No. 1. 
ALBUM, THE. Op. 34, No. 4. Piano Part. Orchestral Series : ; ARTHUR SHEPHERD 68058 
ALBUM FOR THE YOUNG. Op. 68. Merry Farmer, Hunting Song, 

Poor Orphan, Knight Rupert . : : : : ; . Harorp Bauer 6251-5 
AUFSCHWUNG (Soaring). See ‘‘Fantasiestucke,’ Op. 12, No. 2. 

CARNAVAL. Op. 9, PartI . : : : : : é ; E. Ropert Scumitz 6264-3 
CARNAVAL. Op. 9, Part. : : E. Ropert Scumitz 6282-3 
CONTRABANDISTA, EL (The Snieseien Spach Romance were 

scription by Tausig : Joser HormMaNN 7072-4 
CONTRABANDISTA, EL. Romance eerie Teanseri pen By Tastes Tina Lerner 59790 
DEDICATION (Widmung). Transcription by Liszt . : : : WitHELM BacHaus 6958-3 
DEDICATION (Widmung). Transcription by Liszt . : : ARTHUR SHATTUCK 60279 
DEDICATION (Widmung). Accompaniment Roll. Mezzo- Sopraned inC | Cornraap V. Bos 10228-S 
ENTRANCE. See ‘‘ Forest Scenes,’ Op. 82, No. r. 

FANTASIESTUCKE. Op. 12, No. 1. Des Abends (Evening) and 

No. 3 Warum? (Why?) . ' é ; IGnaz FrrEDMAN 6570-4 
FANTASIESTUCKE. Op. 12, No. 2. Heieesecinys (Sonne : : . Joser HorMANN 6665-6 
FAREWELL. See ‘Forest Scenes,’’ Op. 82, No. 9. 

FOREST SCENES. Op. 82, No. 1. Entrance ; 5 4 ; : : JoHN PoweEtt 63379 
FOREST SCENES. Op. 82, No. 7. Prophet Bird : ‘ : : . Carotyn Begese 61148 
FOREST SCENES. Op. 82, No. 8. Hunting Song ; ; : : . Joun Poweti 62010 
FOREST SCENES. Op. 82. No. 9. Farewell : : : : : .  Joxun Powett 61610 
HUNTING SONG. See ‘Forest Scenes,’ Op. 82, No. 8 

I NE’ER COMPLAIN (ich Grolle Nicht). pee eS Roll. High 

VoiceinB . ; CoENRAAD V. Bos’ 11378-S 
INTERMEZZO, Op. 26, Shs 4. Frome “Wiener pean eres ; TrENE SCHARRER 70499 
INTERMEZZO. Op. 26, No. 4. From ‘‘Viennese Carnaval Pranks’’  . AURELIO G1oRNI 70227 
LOTUS FLOWER, THE (Die Lotus Blume). Accompaniment Roll. 

Soprano in F : : : CoENRAAD V. Bos 10848-S 
NOCTURNE (Nachtstiick) IN F MAJOR. (On 23, Ne Aa ; . Guiomar Novags 6488-3 
NOVELETTE. Op. 21, No. 1 : : : , ; : : . Harorp Bauer 5682-4 
NOVELETTE. Op. 21, No. 2 . : . Harotp Bauer 6921-4 
NUT-TREE, THE (Der Nussbaum). Op. 25, No. 3. Mecha panier Roll. 

High VoiceinG . ; : ! : ; : CoenraAAD V. Bos 11278-S 
PAPILLONS (Butterflies). Op. 2 : : é : : : . . ARTHUR RUBINSTEIN 6560-4 
PROPHET BIRD, THE. See ‘‘ Forest Scenes,’’ Op. 82, No. 7 
RESTLESS DREAMS. See ‘‘Traumeswirren.’’ Op. 12, No. 7. 

ROMANCE. Op. 28, No.2 . ; f : : : 2 ; . RuporpH Ganz 56600 
ROMANCE. Op. 28, No.2 . : 4 3 : ses Percy ALDRIDGE GRAINGER 6384-3 
ROMANCE ESPAGNOLE. See ‘‘E/ Contrabandista.”’ 

SOARING (Aufschwung). See *‘Fantasiesticke,”’ Op. 12, No. 2. 

SONATA IN F-SHARP MINOR. Op. 11, No. 1: 

Introduction . : t ; : , . Harortp Baver 57496 

First Movement: Unpoco Piptice AT ee vivace : ; . Harorp Baver 57500 

Second Movement: Andante cantabile ; : ; : . Haroxtp Bauer 5769-4 

Third Movement: Scherzo e Intermezzo . : . . .. Harotp Baver 5787-4 

Finale: Allegro un poco maestoso_. : , : : . Harorp Bauer 5800-4 
SYMPHONIC STUDIES. Op. 13, Part I . : ‘ E . Percy ALDRIDGE GRAINGER 6859-4 
SYMPHONIC STUDIES. Op. 13, Part U : : ; Percy ALDRIDGE GRAINGER 6868-4 
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POCGALA.Op.-7 .. : A ; ; ; : ; . Harortp Baver 6498-4 
TRAUMEREI (Revery). Op. 15, No. shies : : : : . Leorotp Gopowskxy 5855-3 
TRAUMEREI (Revery). Op. 15, No.7. : : : : Ernet Lecinska 55860 
TRAUMESWIRREN (Restless Dreams). Op. 12, No.7. ; : Rosira Renarp 60310 
TWO GRENADIERS, THE. Op. 49, No. 1. Accompaniment Roll. 

Baritone in G Minor : : : : ; 5 z CornrAAD V. Bos 10318-S 
WARUM? (Why?). See ‘‘Fantasiesticke,”"’ Op. 12, No. 3. 
WIDMUNG. See *‘Dedication.”’ 

LUDVIG SCH YTTE—1850-1909 
INTERMEZZO. From Sonata in B-flat. Op. 53 : : : : Hucu Hopcson’_ $-31209 
BEATRICE MACGOWAN SCOTT 
JOY. Accompaniment Roll. Soprano Exva Faetu Riper 12736-S 
CYRIL MEIR SCOTT 
(For Portrait and Biographical Sketch, see Interpreters List) 
ALLEGRO CON BRIO (Etude). Op. 64, No. 2 : ; , ; Harotp Henry 62259 
DANSE NEGRE. Op. 58, No. 5 : ; 2 , : : Cyrit Merr Scotr 64060 
ETUDE. Op. 64, No. 2. See ‘‘ Allegro con brio.” 
IRISH REEL ‘ , ; 3 : Haroitp Henry 63078 
LENTO. From “‘Two Pierrot Pieces,’ Op. 35, No. 1 4 é : CAROLYN BEEBE 60538 
LENTO. From ‘‘Two Pierrot Pieces,’’ Op. 35, No. 1 ; : , Zor Watson S-31258 
LOTUS LAND. Op. 47, No. 1 é c : ; : ; , Rupotex RevTer 60968 
PASSACAGLIA. From ‘‘Pastoral Suite,’’ No. 5 : ; : : RevuseNn Davizs 62579 
PIERROT PIECES. No. 1. See ‘*Lento.”’ 
SYMPHONIC DANCE. No. 1. Four-Hand Arrangement. Cyrit Meir Scott AND 
Percy ALDRIDGE GRAINGER 6514-4 
VALSE CAPRICE. Op. 74, No.7 . ; F A : ; : ReuBEN Daviss 59556 
VAtSE CAPRICE, Op. 74,No.7 . : : : Rata Present S-31508 
WATER-WAGTAIL : : ; ; : 2 : : : ‘ Rutu Deyo 67899 
LADY JOHN DOUGLAS SCOTT—1810-1900 
ANNIE LAURIE. Song Roll . ‘ : : Marcuee Knarri 101305 
ANNIE LAURIE and ‘‘LAST ROSE OF SUMMER.” ep Roll . Lys Warwick Porson 100597 
ANNIE LAURIE and ‘‘ALL THRU THE NIGHT.” Song Roll . . Gesorce H. Gartian 101806 
JOHN PRINDLE SCOTT 

FALSE PROPHET, THE. Accompaniment Roll : ; : ° Vera Eakin 11407 
OLD ROAD, THE. Song Roll : é : : 3 : A Oscar Haase 101765 
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Alexander a 
Nekolacevich Scriabin | | 


Born in Moscow, January 10, 1872 
Died in Moscow, April 27, 1915 


ultra-modern tendencies, was in- 

fluenced by the spirit of Chopin. 
The exquisite finish, the loftiness and 
poetry of the Polish-French pianist’s 
works, appealed very much to the sensitive 
and highly impressionable nature of Scria- 
bin. There is no doubt that this influ- 
ence is shown through a sort of ‘“‘mood 
affinity’’ in certain compositions of the 
two composers. Chopin and Scriabin both 
show the influence of nature. Neither of 
them attempted to describe natural scenes [@) , ¢ 
so much as to suggest the glory of nature's Kanna = TTT VRS ORR: 
moo ds. I n No cturnes an d P r elu d es Ch opi n Le AOaTihOORNNANHOHOHANNHRONITAAADIAIAATOAAITTEAS ! 
often seems to be philosophizing. Sen the modernist, continues to impress us with 
philosophic moods in his similar small compositions. While in his “‘poems’’ there is a philo- 
sophic background (which fact is substantiated by authorities). 


Giro the Russian composer of § 


Scriabin, as a child, showed great capacity for music and at the age of six was able 
to play from memory such short compositions as “‘Gondolier’s Song’’ by Mendelssohn 
after having heard it played once. He did not desire to become a virtuoso, the creative 
side of music making a much stfonger appeal to him. That he stood in the first ranks of 
our present-day extremists in music composition is appreciated when we listen to his 
compositions and compare them with conventional ones. They are art impressions sufficient 
unto themselves. They do not suggest any feeling of the personal. One authority claims 
that these contributions by Scriabin represent the chief advance in musical consciousness 
since Beethoven. In artistry and refinement his music resembles that of Chopin, but its 
impersonal quality makes him seem more universal. 


Pretupss, Op. 9, No. 1—Op. 15, No. 2 6721-4 Pretupes, Op. 45, No. 3—Obp. 51, No. 3 65120 
Erups (Pathetic), Op. 8, No.12  . - 06230" Poems, Ori 32, Nome, ; : . 6383-6 


Duo-Art Records of Compositions by ALEXANDER NIKOLAIEVICH SCRIABIN 


TITLE PLAYED BY ROLL NO. PRICE 
ETUDE (Pathetic). Op. 8, No.12 . ; : : : : : ALFRED Cortot 66230 2.50 
IMPROMPTU A LA MAZURKA . : : : : ALEXANDER Borovsky 67040 2.50 
NOCTURNE. Op. 9, No. 2. For Left Hand Wee : d 5 . ALEXANDER LaMBEeRT 58659 2.25 
POEME. Op. 32, No.1 . ‘ ; ; : : ; JoseF HormMaNn 6383-6 3.50 
PRELUDES. Op. 9, No. 1 and Op. 1 No. ee. 5 ALEXANDER Borovsky 6721-4 3.00 
PRELUDE. Op. 45, No. 3; and WINGED POEM. Op. 51, No. 3 ; SerGE Proxoriprr 65120 2.50 


WINGED POEM. Op. 51, No. 3. See ‘‘ Prelude, Op. 45, No. 3.”’ 
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WILLIAM C. E. SEEBOECK—1859-1907 

MINUET A L’ANTICO . : : : ‘ : : ; DALLMEYER RussELL 70418 

- SERENATA NAPOLITANA . : , s : 2 . Carotyn Cone Batpwin 65188 
HANS SEELING—1828-1862 
LORELEI, THE. Op. 2° . ‘ ; : é ; ' F : CLARENCE ADLER 58447 
C. LINN SEILER—1881 
BUTTERFLIES. Op. 20, No. 4. Accompaniment Roll. Soprano in F . ; Erno Rapge 10378-S 
DEODAT DE SEVERAC—1873 
BAIGNEUSES AU SOLEIL . : : ; ; : . . _E. Ropert Scumirz 65810 
RETURN OF THE MULETEERS . é : ; : : : Ropert Lortat 60618 
GIOVANNI SGAMBATI— 1843-1914 

ANDANTE CANTABILE. Op. 24, No. 1. ee uventnicnr Roll. 

ViolininD . ' ; ‘ , : : : Paquira MapriGuEra 10408 
LANDLER CTirolese)  . ; : : ; : ; ; : Gutomar Novazs 60608 
TOCCATA. Op. 18, No. 4 : A / : : ; : AvurELIo Giorni 59119 
VECCHIO MINUETTO IN D MAJOR. ae 18 : : : : Rupoiew Ganz 5530-4 
VECCHIO MINUETTO IN D MAJOR. Op. 18 : : : : Rostra RENARD 70358 

CECIL J. SHARP—1859-1924 
ENGLISH COUNTRY DANCES. Collected by Sharp: 
No. 1. Gathering Peascods; Newcastle; Rufty-Tufty . . Ropert ARMBRUSTER 68438 
No. 2. If All the World Were Paper; Put On Thy Smock; The 
Black Nag : ; : : ; . RospertT ARMBRUSTER 68448 
No. 3. Jenny Pluck Pears; Sellinger’s Round : . Rosert ARMBRUSTER 68548 
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Jean Stbeleus 

Born in Tavastehus, Finland, December 8, 1865 | 
Now living in Helsingfors, Finland 


EAN SIBELIUS is the leading com- 

poser of Finland. His art is largely 

influenced by the folk music of his 
country. This characteristic of his own 
themes has often led to their being called 
folk-melodies. All of his compositions 
show much originality. 


When a youth, he played the violin 
and was a member of a group of amateur 
players of chamber music. For a time he 
was the band-master in his town. He 
wrote out his own musical ideas long be- 
fore he had instruction in composition. 
These early activities show his natural 
musical tendencies. @) 

At the age of twenty Sibelius entered ue 

. . asd PITT ITTY 

the University. He had preferred to take 

up the study of law, but gave up the idea after the first few months. He then entered a 
conservatory and for three years devoted himself to serious study of music in its various 
phases. After this he became the acknowledged leader of a group of younger Finnish com- 
posers. And though now considered the greatest composer of his country, the honor of 
founding a nationalistic school belongs to his predecessor. However, it was Sibelius whose 
natural genius gave the music of Finland its most eloquent expression. 


Romance, in D-flat, Op. 24, No. 9 : ; ; 2 : 5 : 58420 
VatsE Triste, Op. 44. From incidental music to Jarnefelt’s drama, ‘“Death”’ ; : . 5960-4 
Duo-Art Records of Compositions by JEAN SIBELIUS 
TITLE PLAYED BY ROLL NO. PRICE 
ROMANCE IN D-FLAT. Op. 24, No.9 . ey, : 5 F Rupotpw Ganz 58420 IS) 
VALSE TRISTE. Op. 44 5 : ; ; ; F : A Harotp Bauer 5960-4 3.00 
RUDOLPH SIECZ YNSKI 
DREAMS OF VIENNA. Valse . F : , i 3 ; ELEANOR SPENCER 62609 DAS 
MARTINUS SIEVEKING—1867 
INTRODUCTION and VALSE LENTE. Op. 10 ; ; : : GENEVIEVE Pitot 68157 1.75 
LEO SILESU 
LOVE, HERE IS MY HEART. Song Roll : : . Rosert ARMBRUSTER 102095 1.25 


{90} 


COMPOSERS LIST 


Christian Sinding 


Born in Kongsberg, Norway, January 11, 1856 
Now living in Oslo, Norway 


S sont has made a place for himself 


second to Grieg as a Norwegian com- 

poser. Grieg’s compositions show the 
direct influence of folk music. He makes 
use of the folk-dance and folk-melody. 
These he gives to us more or less objec- 
tively. Hence he may be termed a conscious 
nationalist. Sinding seldom, if ever, uses 
the folk-tune, as does Grieg, but he suc- 
ceeds in coloring his music so that it sug- 
gests a Norwegian melody or a Norwegian 
musical utterance. It is music that 1s na- 
tional in feeling but less local and perhaps 
morecosmopolitanthanthemusicby Grieg. 
It is music that is perhaps less distinctive 
than the music of Grieg but it is more 
heroic in type and more modern in style. 


The composer is one of a family whose different members show great artistic accom- 
plishment. His fine musical expression may then be considered as a heritance. He studied 
in Germany several different times. He studied piano with Reinecke and composition with 
Jadassohn. He was also a skilled performer on the violin. His compositions, especially 
those for the piano, are notable for their brilliancy and perhaps their Norwegian char- 
acteristics. The well-known ‘‘Rustle of Spring’’ with its fresh, breezy accompaniment and 
light-flowing melody is popularly known. 

FRUHLINGSRAUSCHEN, Op. 32, No. 3 . 6729-3 Grotssque Marcu, Op. 32, No.1 . . 66950 


Duo-Art Records of Compositions by CHRISTIAN SINDING 


TITLE PLAYED BY ROLL NO. PRICE 


FRUHLINGSRAUSCHEN. See ““Rustle of Spring.” 
GAVOTTE, Op. 50, No. 5. Transcription from Burmester. Piano Part 


for Trio. Chamber Music. And Menuetto, by Borresen : Heten Norrizet 67148 2.00 
GROTESQUE MARCH. Op. 32, No.1. : ; : , Yoranpo Mero 66950 2.50 
IMPROMPTU IN G-SHARP MINOR. Op. 31, No. 4 : : ; AURELIO CRS 7021 Si 2.00 
NORWEGIAN FOLK SONG . ; : A : ArTuHuR SHaTrucK 63768 2.00 
RUSTLE OF SPRING (Friihlingsrauschen). Op. 32, No. 3 : ‘ Artuur SHattuck 58099 = 2.25 
RUSTLE OF SPRING (CFrihlingsrauschen). Op. 32, No. 3 ‘ : Rupotpw Ganz 6729-3 2.75 
SONG WITHOUT WORDS. Op. 53, No.19 : Avuretio Giornt 70337 ~~ 1.75 

- SYLVELIN. Op. 55, No. 1. Accompaniment Roll. eee in A Minor Daisy Horrman 12636-S_ 1.50 


CHARLES SANFORD SKILTON—1868 
SIOUX FLUTE SERENADE. From ‘‘Three Indian Sketches,”’ No. yAe Haroitp Henry 67758 = 2.00 
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BEDRICH SMETANA—1824-1884 
BOHEMIAN DANCE IN F MAJOR : - . r < . WitHELM BacHaus 67610 
BOHEMIAN PEASANT DANCE . ‘ ; ; : : : Marie Dvorak 70187 
JOHN STAFFORD SMITH—1750-1836 
STAR SPANGLED BANNER. Song Roll : : ; Ruporpa Ganz 101265 
STAR SPANGLED BANNER; and AMERICA, by Carey. cae Roll . Gesorce H. Gartitan 101836 
WILSON GEORGE SMITH—1855 
SCENE D'AMOUR (Romance). Op. 61, No. 2 . : ’ ‘ MorssayE Bocustawsk1 64718 
AUGUST JOHAN SODERMANN—1832-1876 
SWEDISH WEDDING MARCH. Ops 12, Now! : d ; , Rupowrrx Revter 64529 
ENRIQUE SORO 
ANDANTE APPASIONATA . é : : ! : EnriQUE Soro 57678 
IMPROVISATION ON A CHILEAN THEME : ; ‘ : ENRIQUE Soro 57787 
TANGO ELEGANTE . : ; : ; : : . ENRIQUE Soro 57776 
ALBERT SPALDING—1888 

ALABAMA. Southern Melody and Dance in Plantation Style. Accom- / 

paniment Roll. Violin. : : ; , . : ANDRE Benorst 12598 

‘ OLE Y SPEAKS—1876 

ON THE ROAD TO MANDALAY. Song Roll F : ‘ . Rosert Armpruster 101865 
ON THE ROAD TO MANDALAY. Accompaniment Roll. High Voice 

in E-flat : ; ; : = , : : : ELEANOR SHAW 10737-S 
SYLVIA. Song Roll : : ‘ 3 : : Jor . Rosert ARMBRUSTER 102665 
SYLVIA. Accompaniment Roll ; : , ; : : ; ; Vera Eakin 11366 
SYLVIA, G Major. Accompaniment Roll. ; ; : : , : Vera Eakin 12716-S 

ROBERT E. SPENCER 
HUSH-A-BYE. Song Roll, with Words. : : Henri BerGMan_ S-31545 
CHARLES GILBERT SPROSS 
(For Portrait and Biographical Sketch, see Interpreters List) 

AWAKENING, THE. Accompaniment Roll. Medium in F : CuHarwes GILBERT Spross 10096-S 
BARCAROLLE : ; ; ; Cuarxes GILBERT Spross 58967 
DAYBREAK. Accompaniment Roll. eonegen in D- ae : Cuarves GiLBert Spross 10458-S 
I LOVE, AND THE WORLD IS MINE. Accompaniment Roll, 

High Voice . : : CHaARLEs GILBERT Spross 10109-S 
ISHTAR. Accompaniment Roll. High Voice : : : b Cuar es GitBert Spross 10119-S 
LINDY. Accompaniment Roll. Low Voice in B-flat . 2 é Cuar es GILBERT Spross 10086-S 
SPRING SONG. : : Cuarxes GILBERT Spross 58668 
SWEET, SWEET LADY. Soaeene Roll. ‘High Votes? =. Cuar_es GiLBerT Spross 10128-S 
WILL-O-THE-WISP , ‘ F Cuarxes GILBERT Spross 57957 
YESTERDAY AND TODAY. Reehnalens Roll. aSuae in 

F Minor : ; : : ; i , : Cuar es GILBERT Spross 10438-S 
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WILLIAM HENRY SQUIRE—1871 
IN AN OLD FASHIONED TOWN. Song Roll. Low Voice in D-flat_. Frank La Force 
THREE FOR JACK. Song Roll : : : : : : . Rosert ARMBRUSTER 
VICTOR STAUB 
SOUS BOIS Cin the Woods). Op. 6. Transcription by Reuter. : Ruporpx Reuter 
SOUS BOIS Cin the Woods). Op. 6. : : ; : : : Herma MentH 
ALEXANDER STEINERT 
PRELUDE- . : , : ; ; : , : : ALEXANDER STEINERT 
CONSTANTIN STERNBERG 
(For Portrait and Biographical Sketch, see Interpreters List) 
CAPRIGEIPPIOUE << : ; : , ; . Rosert ARMBRUSTER 
CLOWN, THE. Op. 113, No. 3 : : : : ; ‘ CoNSTANTIN STERNBERG 
EN BOHEME. Op. 82. . : : : : é : ConsTANTIN STERNBERG 
ETUDE DE CONCERT, TROISIEME. Op. 103 : : : Joser HormManNn 
NIGHT SONG. Op. 56, No. 6 z : : : : ; ConsTANTIN STERNBERG 
PASSEPIED. Op. 58 . 7 ; : : : : ; CoNnsTANTIN STERNBERG 
PRELUDES. Op. 106, Nos. 1 and 2 ; : . 3 ; CoNSTANTIN STERNBERG 
MARGARET McCLURE STITT 
LULLABY SONG ROLL. Low Voice in B-flat ; ‘ . Marcaret McCrvre_ Stitt 
SIGISMUND STOJOWSKI—1870 
VALSE-DANSE HUMORESQUE. Op. 12, No.2 _. ‘ ; : Daisy HorrMan 
VALSE-DANSE HUMORESQUE . : : E : : i : Lots MarR 


OSKAR STRAUS—1870 
“CHOCOLATE SOLDIER, THE.”’ My Hero. Song Roll. Key of D . Rosert ARMBRUSTER 
“CHOCOLATE SOLDIER, THE.’’ My Hero . : 3 ‘ : : Frerix ARNDT 
WALTZ MEDLEY. From ‘‘A Waltz Dream”. : : ; . Rosert ARMBRUSTER 
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Johann Strauss 


Born in Vienna, October 25, 1825 
Died in Vienna, June 3, 1899 


LIKE by the recognition of great 
musicians and the idolizing appre- 
ciation of the public, Johann 

Strauss, the younger, has been crowned 
as the world’s greatest genius in the realm 
of dance music—‘‘The Waltz King.”’ Rich- 
ard Wagner wrote: “A Strauss waltz as far 
surpasses in charm, finish and real musical 
worth hundreds of the artificial composi- 
tions of his contemporaries, as the tower 
of St. Stephen's surpasses the advertising 
columns on the Paris Boulevards.’’ On 
Madame Strauss’s fan Brahms inscribed 
the opening measures of the Blue Danube 
Waltz, and underneath: sNotunton- 
tunately, by Johannes Brahms.’’ No other 
dance music has ever enjoyed such world- 
encircling popularity as that of Johann Strauss. Sie Because he had the insole to 
create intrinsically beautiful melodies, and his music is fashioned with consummate skill. 


He composed almost 500 pieces of dance music (498 opus-numbers)—Waltzes, Polkas, 
Quadrilles, Polonaises, Marches, and Fantasias. In 1870 he turned from the writing of 
waltzes, in which he had won such artistic and popular success, to the composition of 
light operas. In the field of the waltz he was supreme. In the field of operetta he had to 
compete with such famous rivals as Offenbach and Suppé. But here again he had something 
new and different to offer—a preponderance of the dance element. His first operetta, “‘Queen 
Indigo,’’ was produced in Vienna in 1871, with immediate success. Others, to the number 
of 15, followed at intervals; the most famous of all being ‘‘The Bat’’ (Die Fledermaus, 1874); 
all being written with his usual brilliant facility, and nearly all achieving popular success. 


Duo-Art Records of Compositions by JOHANN STRAUSS 


TITLE PLAYED BY ROLL NO. PRICE 
ARTIST S LIFE WALTZ. Op. 316%: : : : : ; : Erno Rapsz 64470 2.50 
BLUE DANUBE WALTZES. Op. 314 ‘ : : : ; IGnaz FrisepMan 6984-4 3.00 
BLUE DANUBE WALTZES. Op. 314. ; ; Fetix Arnot 15015 = 1.25 
BLUE DANUBE WALTZES. Op. 314. Transcription by Sebi fees Rostra Renarp 60060 2.50 
CONCERT ARABESQUES. On Motives from the Waltz ‘‘By the Beau- 
tiful Blue Danube.”’ Transcription by Schulz-Evler_ . ; Erne Lecinska 6592-4 3.00 
ONE LIVES BUT ONCE (Man Lebt Nur ae eg sae a 
Tausig . Freperic Lamonp 6858-3 2.75 
ROSES FROM THE SOUTH. Waltzes. Op. 388. , , ; : RicHarpb Epstein 60169 2.25 
STRAUSS WALTZES MEDLEY . ; : : ‘ Fexix Arnpt 15258 2.00 
WIENER BLUT WALTZ. Concert Parasite Transcription by | 
Edwin Hughes : : ‘ : : ‘ ; : Epwin Hucues 6752-3 2.75 
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‘Richard Strauss 


Born in Munich, June 11, 1864 
Now living in Vienna 


ICHARD STRAUSS is the greatest 
of the modern German composers. 
His life throughout has been a 
continual achievement. At the age of five 
years he began the serious study of piano. 
He very soon became interested in other 
instruments and learned to play the harp 
and violin. As he learned to play these 
different instruments he also developed an 
ability to compose. Many a whole day at 
school was spent in composing. He con- 
tributed songs, piano pieces, sonatas and 
overtures. The manifestations of such abil- 
ity could not pass without recognition. 
His first composition to be printed was a 
string quartet. This was when he was six- 
teen years old. sats COONS RES 


In time Strauss entered the University of Munich. He studied literature and science, 
but most of all liked philosophy. While a student of these, he could not give up the com- 
position of music, and strange to say, a symphony—the Symphony in F minor, Op. 12, 
was performed in New York City by the Philharmonic Orchestra with Theodore Thomas 
as director. This was in 1884. The composer was then twenty years old. 


In 1886 he visited Italy and afterward in a reminiscent way he composed an orchestral 
fantasy called ‘‘Aus Italien.’’ This is a series of tone pictures. It is programatic, and the 
composer followed after the idea of Liszt and his symphonic poem. But he went further 
than Liszt. His innovations in harmony were distinctive. He was able to express, and 
not only to suggest, emotional moods. In his many orchestral compositions of this type 
he expresses passion, power, splendor, exultation, despair, humor and raillery. 


Strauss not only ranks as one of the greatest of modern composers; he also ranks as 
one of the first orchestral conductors and interpreters not only of his own works but those 
of the old and great masters. 


The father of Richard Strauss was also a virtuoso. Franz Strauss (1822-1905) was, 
perhaps, the greatest virtuoso of the French horn of his time, and all time. He was the first 
horn player at the premiere of ‘‘Tristan’’ and ‘‘MeisterSinger’’ in the Munich opera house. 
Wagner himself could do no less than give elaborate praise for his beautiful playing. 


The songs aiid smaller compositions written by Richard Strauss are examples of beautiful 
melodic inventions, universal key harmonies, modulations and skilful coloring. 


DreAM IN THE TwiticHt, Or. 29, No.2. 11978-S Sranpcuen (Serenade), Op.17, No.2 . 6684-4 
WaALTz FROM “‘DerR RosENKAVALIER”’ . 66306 Traumerer (Revery), Op. 9, No.4. . 66278 
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Duo-Art Records of Compositions by RICHARD STRAUSS 


TITLE 
DREAM IN THE TWILIGHT. Op. 29, No. 2. Accompaniment Roll. 
Medium Voice in F-sharp 5 ; : : 
ROSENKAVALIER, DER (Waltz) 
SERENADE (Standchen). Op. 17, No. 2. Nasetue silat Roll. 3. 
ptano in F-sharp ; 
SERENADE (Standchen). Op. Aw No. 2: Teanetetnn a Bache 
STANDCHEN. See ‘‘Serenade.’ 
TRAUMEREI (Revery.) Op. 9, No. 4 


IGOR STRAVINSKY 


PLAYED BY 


CoENRAAD V. Bos 
Frank Lonco 


FRANK LAForGE 
WILHELM BAcHAUS 


YouLanpo Mero 


(For Portrait and Biographical Sketch, see Interpreters List) 


CONCERTO—First Movement: Largo; Allegro 
SONATA. First Movement: Moderato 
SONATA. Second Movement: Adagietto 

SONATA. Third Movement: Allegro Moderato 


LILY STRICKLAND 
MAH LINDY LOU. Accompaniment Roll. C Major . 


JOSEF SUK—1874 
FOLK-TUNE (Czecho-Slovak). Op. 12, No. 2 . 


Icor STRAVINSKY 
Icor STRAVINSKY 
IGor STRAVINSKY 
IGor STRAVINSKY 


LIniiaANn SELLER 


Mariz Dvorak 


SIR ARTHUR SEYMOUR SULLIVAN—1842-1900 


“TOLANTHE”’ SELECTIONS 

LOST CHORD, THE. Song Roll 

LOST CHORD, THE. Song Roll; and BARCAROLLE, by Omni 
“MIKADO.”’ Selections ; ; 

ONWARD CHRISTIAN SOLDIERS. Sone Roll. mar of Ey 
‘““PINAFORE.”’ Selections : : : 


Rosert ARMBRUSTER 
Erno RapgEE 

Georce H. GarTLan 
Rosert ARMBRUSTER 
Dion W. Kennepy 
Rospert ARMBRUSTER 


FRANZ VON SUPPE—1819-1895 


BOCCACCIO MARCH 
LIGHT CAVALRY OVERTURE 
POET AND PEASANT OVERTURE 


. ERLEBACH AND MILNE 


Henri BERGMAN 
Erno RapeE 


JOHAN SEVERIN SVENDSEN—1840-1911 


ROMANCE IN G. Op. 26 


A. S. SWEET 
LA MADONNA. Meditation Religioso 


JOHN R. SWENEY 
WILL THERE BE ANY STARS IN MY CROWN? Song Roll 


ARTHUR F. TATE 
SOMEWHERE A VOICE IS CALLING . 


MANUEL G. TAVAREZ 
MARGARITA 


DEEMS TA YLOR—1885 
KISS IN XANADU, A. Op. 16 


‘ : : 


GENEVIEVE PirorT 


Enocu T. WALTON 


Dion W. KENNEDY 


Fezrix ARNDT 


Exiza TAVAREZ 


Rosert ARMBRUSTER 


ROLL NO, 


11978-S 
66306 


10868-S 
6684-4 


66278 


528-4 
6867-3 
69560 
7002-3 


11995-S 


64658 


70459 
100825 
101936 
66489 
101095 . 
67589 


65169 
66619 
62490 


69968 


S-31326 


102605 


57546 


59766 


PRICE 


2.00 
1.50 


2.00 
3.00 


2.00 
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245 
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215 
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Peter [lich SPS eS 


T chatkovsky 


Born in Votkinsk, Russia, May 7, 1840 
Died in Petrograd, November 6, 1893 


CHAIKOVSKY is the best-known 
of all the Russian composers. He 
did not belong to the group called 
Neo-Russians, who claimed that their in- 
spiration for composing was drawn from 
Russian folk-music and folk-lore. How- 
ever, he was a true patriot, for he demon- 
strates his Slavic temperament and nature 
in many compositions. Being a student of 
Schumann, Wagner and Brahms, anda great 
admirer of these men, he may have been 
influenced by them in his compositions. 
Tchaikovsky wrote music in almost 
every style of composition and did almost 
all types equally well. His string quartets 
and piano concertos are especially fine. His shorter pieces for piano or strings are poetic and 
impressive, while he was especially gifted in writing ballet music. 


ANDANTE CANTABILE, Op. 11 (Quartet inD) 6717-4 Nutcracker Surre—PartI . ; . 6798-4 
Romance, Op. 5 ‘ : : : . 6866-3 Nutcracker Surte—Part Il . : . 6810-4 
CHANT SANs Parotzs, Op. 2, No.3 . .  -59778 Nutcracker Suire—Waltz of Flowers 6085-4 


Tchaikovsky's name appears on many programs of best popular music. His large concert 
pieces, such as symphonies, make an appeal through their distinctive melodies as well as 
through their colorful harmonies. He is noted for his skill in coloring music and the subtle 
use of harmonies. His music may be generally classified as being impressive and brilliant. 


The symphonies that appear most often on concert programs are the Sixth (called Pathetic), and the 
Fifth. Both of these are recorded on Duo-Art rolls. 


Duo-Art Records of Compositions by PETER ILICH TCHAIKOVSKY 


TITLE PLAYED BY ROLL NO. PRICE 
ANDANTE CANTABILE. Op. 11. From Quartet inD_. : : . Harorp Bauer 6717-4 3.00 
CHANSON TRISTE. Op. 40, No. 2. , , ; ’ e ; Marx HamsourG 59579 2225 
rei SANS PAROLES IN F. Op. 2, No.3.’ . . : MotssavE Bocustawski 59778 2.00 
CHRIST CHILD LEGEND, THE. Op. 54, No. 5. Song Roll, with 

._ Words . ; ’ ; : . : F : . Ropert ArmpBrusTeR 103176 1.50 
DANSE CHARACTERISTIQUE. Op. 72, No. 4 . : , .  Herricn GepHoarp 62449 2.25 
DANSE DES MIRLITONS. See ‘‘Nut-Cracker Suite.” 
DiAnOGUE. Op. 72, No.8 .. ; Georcia Hatit-Quick S-30126 1.50 


‘‘“BUGEN ONEGIN.”’ Concert Paraphrase. Op. 81. Transcription by Pabst Tina Lerner 64599 2.25 
HUMORESQUE. Op. 10, No. 2 ; ; RupotpH Reuter 62029 2.25 


MEDITATION. Op. 72, No. 5 : ; , : ’ : ; AuRELIO GioRNI 58739 TS 

NOEL. From ‘‘The Seasons,’’ Op. 37a, No. 12 . : : ; , Nap1A REISENBERG 70829 2S 

NUTCRACKER SUITE. Part I. March, Dance of the Candy Fairy, 
Russian Dance, ‘“Trepak”’ ; ; Percy ALDRIDGE GRAINGER 6798-4 3.00 
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NUTCRACKER SUITE. Part II. Arab Dance, Chinese Dance, 

Dance of the Reed Flutes : Percy ALDRIDGE GRAINGER 
NUTCRACKER SUITE. Part III. Waltz of the Hlowers (Valse des 

Fleurs) . Percy ALDRIDGE GRAINGER 
NUTCRACKER SUITE. Fyance les Matieone (panes Be the Reed 

Flutes). Transcription by Esipoff . , AvuRELIO GriorNI 
ROMANCE. Op. 5 5 : IGnaz FrrepDMAN 


SLEEPING BEAUTY, THE. Cone Vee at fe Waldo Asoc . Rospert ARMBRUSTER 
SYMPHONY NO. 5, IN E MINOR, Op. 64: 


First Movement (First Part): Andante; Allegro con anima Freperic LaMonD 
First Movement (Second Part): Andante; Allegro con anima = Freperic LamMonp 
Second Movement: Andante cantabile : : ; : FrepEeric LaMonpD 
Third Movement: Valse; Allegro Moderato : . Freperic Lamonp 
Fourth Movement: Andante Maestoso, Allegro Vivace FrepERIc LaMoND 
SYMPHONY NO. 6, IN B MINOR. “‘The Pathetic’’: 
First Movement (First Part): Adagio : : : ALBERT STOESSEL 
First Movement (Second Part): Allegro non Ponee : ALBERT STOESSEL 
Second Movement: Allegro con grazia_.. : : : ALBERT STOESSEL 
Third Movement; Allegro molto vivace . ; : : ALBERT STOESSEL 
Fourth Movement: Adagio Lamentoso_. ; ! . ALBERT STOESSEL 
TROIKA (Sleighbells) . . . Exva Faeru Riper 


VALSE DES FLEURS (Waltz of the Flower 5 ee ‘Nutcracker Suite.’’ 
YE WHO HAVE YEARNED ALONE. Accompaniment Roll. High 
Voice in D-flat ‘ . : : 4 F ; ‘ Daisy HorrmMan 


H. M. TENNENT 


IF WINTER COMES. Key E-flat. : : : : : RosBert SUMMERS 
ROBERT HUNTINGTON TERRY 
ANSWER, THE. Accompaniment Roll. High Voice . . Rospert ARMBRUSTER 
ADOLF TERSCHAK—1832-1901 
MURILLO (Allegro de Concert). Op. 138 ; : : GENEVIEVE Pitot 
AMBROISE THOMAS—1811-1896 
‘““MIGNON.”’ Overture . ; : : ; : : : ‘ : Erno Raper 
““MIGNON”’ SELECTIONS _. : : : : : : . Rosert ARMBRUSTER 
“RAYMOND.” Overture : ‘ ; : ‘ : : : : Erno Rapes 
LUDOMIR THOMAS 
BLACK ROSE: Valse Intermezzo + : : ; : : . ‘ Frertrx ARNDT 
FRANCIS THOME—1850-1909 
SIMPLE AVEU (Simple Confession). Song Without Words ‘ . Constance MERING 
SIMPLE AVEU (Simple Confession). Song Without Words ; 5 CLARENCE ADLER 
SOUS LA FEUILLEE (Under the Leaves). Op. 29 ~. : : ; Epwin Hucues 


JOHN THOMPSON 
(For Portrait and Biographical Sketch, see Interpreters List) 


MINUET MODERN : : : : ‘ < : ; : Joun THompson 


HARRY TIERNEY 


ALICE BLUE GOWN. From ‘“‘Irene.’’ Concert Music at the Drake 
Hotel, Chicago. From programs by Henry eae En- 


semble . ; . Rospert ARMBRUSTER 
IN MY SWEET LITTLE ALICE BLUE GOWN. Prom ena ; and 
SWEETHEART from ‘‘Maytime’’ by Romberg : ‘ i Erno RapeE 
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TITL-KRIMMLING 
SERENADE . : : é : * : : ‘ : . Ropert ARMBRUSTER 65547 
TOBANI—SHILKRET 
DAYS OF HEARTS AND FLOWERS. Song Roll 5 A : ‘ Henry BeremMan’ 102805 
W. G. TOMER 
GOD BE WITH YOU TILL WE MEET AGAIN. Song Roll. Ina Warwick Potson 100887 
ENRICO TOSELLI—1883-1926 
SERENADE (Rimpianto) < ‘ : ; oat ee , ; Henri BercmMan 102305 
FRANCESCO PAOLO TOSTI—1846-1916 
BEAUTY’S EYES. Song Roll . ; : : : : : : Ferix ArnpT 100575 
GOOD-BYE. Song Roll . ; : ; ; : Ferix ARNDT 100385 
GOOD-BYE. Accompaniment Roll. Mezzo- Eopeno | in nF : ‘ . Cognraap V. Bos 10176-S 
BERTHOLD TOURS—1838-1897 
MOTHER O’ MINE. Song Roll : : : ; : : : ; Ferix Arnpt 100205 
HENRY TUCKER 
SWEET GENEVIEVE. Song Roll . ; . Ropert ArmBRuSTER 102635 
SWEET GENEVIEVE and HOW CAN I LEAVE THEE. os Roll : : Ep Lonpon 100637 
FLORENCE TURNER-MALEY 
FIELDS OF BALLYCLARE, THE. In G. Accompaniment Roll . : Frank La Force 12958-S 
IN A LITTLE TOWN NEAR BY. Song Roll in E-flat ; . Frorence Turner-Marey 102415 
CARLOS VALDERRAMA 
ECHOES OF THE ANDES _. ; : : ‘ . Caritos VALDERRAMA 64498 
INCA NOCTURNE (Nocturna Incaica). NO: 5 : , : . Cartos VALDERRAMA 61918 
INCA RHAPSODIE. Op. 11, No. 3 , ; . ; . Carros VALDERRAMA 63939 
PERUVIAN TRISTE _ ‘ : . Cartos VALDERRAMA 63327 
WORSHIP TO THE SUN. east yeahs Roll. In Guige. : . Cartos VALDERRAMA 64389 
FREDERICK W. VANDERPOOL 
HEART TO HEART. Song Roll in A-flat : ; Freperick W. VaANpDERPOOoL 102475 
"NEATH THE AUTUMN MOON. Song Roll in E- flat : FrepEerick W. VANDERPOOL 102445 
FRANK VAN DER STUCKEN—1858 
O, COME WITH ME IN THE SUMMER NIGHT. Op. 21, No. 2. Ac- 
companiment Roll. Soprano in E-flat ; : ELEANOR SHAW 10807-S 
O, COME WITH ME IN THE SUMMER NIGHT, oe ny Ne. 2. Ac- 
companiment Roll : : : : : .  Datimeyer RussELtt 12866-S 
KATE VANNAH 
GOOD BYE, SWEET DAY. Song Roll. ; : . : : HERBERT JONEs 101395 
G. VARGAS 
GARDEN DANCE, A . 2 : ; : : : i ; : Erno Rarez 62617 
DESIDER JOSEF VECSEI 
(For Portrait and Biographical Sketch, see Interpreters List) 
IMPROVISATION ON HUNGARIAN FOLK TUNES . 4 : DesipER VxcsE1 63749 


[99 


eS} 


175 


125 


IL Ss 
2S 
ISS 


IES) 


1:25 
a5 


2.00 
1.25 


2.00 
2.00 
IEEIES) 
le75 
pis 


2S 
25 


1.75 


1.50 


125 


TBS 


DDS 


DUO-ART PIANO MUSIC 


Giuseppe “Uerdz 


Born near Busseto, October 10, 1813 
Died in Milan, January 27, 1901 


T the beginning of the nineteenth 
century Italy had slight knowl- 
edge of movements in music that 

were in progress in Germany and France. 
Operas were still influenced by old stand- 
ards. Into this situation came Giuseppe 
Verdi. He was a genius and led the way 
toward a new era of music in Italy. He 
linked the type of composition represented 
by the Rossini operas and the great idea 
developed by Wagner. 

Verdi's life and that of Wagner were 
strangely parallel. Verdi's early successful 
Operas, such as Ernant,’— “Rigoleccays 
‘“Trovatore’’ and ‘“Traviata’’, operas that 
are popular today, were patterned after 
the old standards of Italian opera, in which 


much was made of long arias and brilliant ensemble parts. In his later works, such as “‘Aida, 


“Otello”’ and ‘‘Falstaff,’’ he makes the words or text, or the story, the background for 


coloring his music, which became more than just an accompaniment. 


Many of Verdi’s beautiful melodies from his operas have been transcribed for the piano 
and have been used by piano artists in concert. The Duo-Art rolls illustrate this. 


Duo-Art Records of Compositions by GIUSEPPE VERDI 
TITLE PLAYED BY 
“AIDA.” Selections : ; : : é : 4 A . Ropert ARMBRUSTER 
‘*AIDA.”’ Celeste Aida. See ‘‘Celeste Aida.”’ 
CELESTE AIDA (Heavenly Aida). Accompaniment Roll. High Voice 


in B-flat ' ; : : : : : : : CoENRAAD V. Bos 
‘FORCE OF DESTINY, THE.”’ (improvisation on Melodies) . -. Rosert ARMBRUSTER 
HEAVENLY AIDA. See ‘Celeste Aida.”’ 
IN THIS SOLEMN HOUR. Accompaniment Roll (C Minor). : CorznrAAD V. Bos 
‘“RIGOLETTO.”’ Quartet: One Day If I Remember Well. Concert Para- 

phrase by Liszt ¢ : : 5 : : . . Rospert ARMBRUSTER 
“RIGOLETTO.”’ Selections . : : : : ; ' ; Erno Raper 
“TRAVIATA, LA.’’ Selections ; ; ; : . 5 . Rospert ARMBRUSTER 
S TROVAMOR FE allsasselections : : ; : : ; : : Erno RAPEE 


MAX WILHELM CARL VOGRICH—1852-1916 
STACCATO CAPRICE : : : : : : ‘ Jose EcHaniz 
ROBERT VOLKMANN—1815-1883 
WALEZ. Op. 63°. : : : ; : : j : s ALEXANDER Raa 

F. JOSEPH VOLTZ 

MEDLEY ; : . ; ; F, Josepx Voitz 
ARTHUR VOORHIS 
LITTLE SONG, A. Accompaniment Roll : : : Daisy HorrmMan 


J Mi 


ROLL NO. 


66769 


12518-S_ 


69238 
12488-S 
58328 
6517-3 


68619 
64120 


64368 


56938 


S-30797 


12315-S_ 


PRICE 
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‘Richard W agner 


Born in Leipzig, May 22, 1813 
Died in Venice, February 13, 1883 


AGNER was the greatest com- 

poser of opera in Germany. His 

work is an innovation. No other 
composer before him had been able to 
write operas in which the emphasis was 
given to the music itself and the music was 
not just considered to be a mere apparatus 
of accompaniment. 


Wagner at a very early age showed 
his liking for the drama. At thirteen he 
compounded a tragedy over the lines of 
‘Hamlet,’ and after that he used “‘King 
Lear’’ in the same way. Piano playing was 
not his strong point. But on hearing the 
incidental music that Beethoven had com- 
posed to accompany Goethe's ‘‘Egmont,”’ 
he was inspired to do something himself in a similar way. Then he found he must know 
certain things about music composition. He studied six months, then began to compose 
and kept at it steadily. His first work to be published was a piano work. This was done 
when he was but nineteen. 


Wagner soon turned to composing music to accompany drama and to the construction 
of the drama itself. His first success was ‘‘Rienzi,’’ an opera whose story was based on the 
novel by Bulwer-Lytton. His next opera was “‘The Flying Dutchman,”’ then followed 
“Tannhdauser.’’ Both of these are based on the mythical. His greatest work, the ‘Ring of the 
Nibelung,”’ is based entirely upon the mythical. Wagner himself wrote the story, the 
source of which was in legends of Northern Europe. The story or book having been finished, 
he composed the music for it. This music is so closely allied to the text that the two co- 
operate to produce a unit of emotional expression. In the performance itself Wagner has 
been able to bring into closest relation to the story and music the action and scenic accessories. 


A complete dramatic unit was the aim of Wagner. This unit is made up of the literature, 
the music, the action on the stage and the scenic accessories. To secure this he had to elim- 
inate the conventional music forms and make the trend of musical expression depend upon 
the implied action that the literature suggested. The music itself then becomes the central 
exposition of the entire drama. At any point the momentum of the thought is enough to 
enable the orchestra alone to proceed with the story. A knowledge of the text and facts 
connected with the drama is enough to supply the images and give a satisfying appreciation 
of the complete unit as the music is being played. Excerpts from the operas arranged for 
piano illustrate the idea of Wagner in making music and story a unit. 
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Duo-Art Records of Compositions by RICHARD WAGNER 


TITLE 


DUSK OF THE GODS, THE. See ‘ 
EVENING STAR, TO THE. See *' 
FLYING DUTCHMAN, THE. Spinning Song . 
ISOLDE’S LOVE-DEATH. See ‘‘Tristan and Isolde.”’ 
LOHENGRIN. Wedding March 4 
MAGIC FIRE SCENE. From ‘‘The Valkyrie.”’ 
MEISTERSINGER, DIE. The Mastersingers of Nuremburg. Walter’s 
Prize Song. Transcription by Jaell : ; 
MEISTERSINGER, DIE. Walter’s Prize Song. Accompaniment Roll. 
Tenor in C : : 
MEISTERSINGER, DIE. Walter’s Prize Song Nescaeenichy Roll. 
Violin : ‘ : : : 
PARSIFAL. Prelude 
PILGRIM’S CHORUS. See ‘*Tannhéuser.”’ 
RHINEGOLD, THE. See ‘The Ring of the Nibelung.”’ 
RING OF THE NIBELUNG, THE: 


‘The Ring of the Nibelung.”’ 


Tannhduser.”” 


1. Rhinegold, The (Das Rheingold): 


Excerpts from Scenes I and II: The Rhine-maidens; Interlude; 
Valhalla Scene; Descent into Nibelheim ; : 
The Storm; and Entrance of the Gods into Valhalla . 


2. The Valkyrie, (Die Walkire): 


Excerpts from Act I: The Tempest; Opening Scene; Love 
Scene; Drawing of the Sword from the Tree; and Finale 

Excerpts from Acts II and III: Siegmund’s Death Prophecy; 
Ride of the Valkyries; ees s Narration and Appeal; 
Magic Fire ; é , ; : ; 


3. Siegfried: 
Excerpts from Act I: Siegfried and Mime; The Wanderer; 
Forging of the Sword; Finale . F : : 
Act II: Sounds of the Forest ; 
Excerpts from Act III: Introduction; Sioned. Pasting 
Through the Fire; Brynhilde’s Awakening; Finale 


4. The Dusk of the Gods, (Die Gétterdimmerung): . 


Prologue; Sunrise; Siegfried’s Parting from Brynhilde 
Excerpts from Acts I, II and III: Scene of the Gibichungs; 
Hagen’s Meditation; Chorus of Vassals (Call to the Mar- 
riage); Song of the Rhine-maidens ; 

Act IIT: Closing Scene; Brynhilde’s Inmolece: and Binsle 


Musical Themes Recorded Separately: 


Motives of the Ring of the Nibelung. Roll I 
Motives of the Ring of the Nibelung. Roll II 


PLAYED BY 


Ernest Hurcurson 


Rosert SUMMERS 


See The Ring of i Nibelung.”’ 


Rupvoipex Ganz 


CoENRAAD V. Bos 


CHARLES GILBERT SprRoss 


CoEnrRAAD V. Bos 


Raxupx Lzopoip 
Rarpx Lzoporp 


Rarpx Leopoitp 


Rarpx Leopoip 


Rarpx Leopoitp 
Rates LEopotp 


Ratpx LEopotp 


Rarpx Leopoitp 


Rarpx Lzopoitp 
Rapa Leoportp 


Rarpx Lzopotp 
Rarpu Leopotp 


ROLL NO, 


57739 


66437 


6674-3 


12938-S 


11108 
6584-3 


69380 
69390 


69400 


69410 


69420 
69430 


69440 


69450 


69460 
69470 


69480 
69490 


PRICE 


225 


LS 


2:75 


2.00 


2.00 
25 


2.50 
2.50 


2.50 


2.50 


2.50 
2.50 


2.50 


2.50 


2.50 
2.50 


2.50 
2.50 


Note.—The full set of twelve rolls of the ‘Ring of the Nibelung,”’ recorded by Ralph Leopold, with *‘A Guide to the Ring 


of the Nibelung,”’ by Richard Aldrich, may be had for $25.00. 


RING OF THE NIBELUNG, THE. The NCA age Fire Scene 
Siegmund’s Love-Song ‘ 


: fio} 


Ionaz FrrepDMAN 


Gerorces ENEsco ~ 


6531-4 
66850 


3.00 
2.50 


COMPOSERS. List 
050) 
SIEGFRIED. See “‘The Ring of the Nibelung.”’ 
_SPINNING SONG. See ‘The Flying Dutchman.”’ 
TANNHAUSER. Pilgrims’ Chorus. Song Roll; and Soldiers’ Chorus, by 


Gounod ; ; . GeorceE H. Gartian 
TANNHAUSER. Overture. Concert Be rise: ree eacion fy Liszt 
and Friedman. PartI . ‘ Ionaz FrispMANn 
TANNHAUSER. Overture. Concert Phrase: ‘Transcription by Liszt 
and Friedman. Part I]. : Ionaz FrrepMAN 
TANNHAUSER. To the Evening Star. Sheree ie liye = 2 : : Erno Raper 
TRISTAN AND ISOLDE. Isolde’s Love-Death. Transcription by Liszt Rupoipx Ganz 
TRISTAN AND ISOLDE—Excerpts from Act I: Prelude; Kurneval’s 
Song; Isolde’s Narration; Finale ‘ : ; Ratpx Leopotp 


VALKYRIE, THE (Die Walkiire). See ‘‘The Ring of the N tpie 
WALTER’S PRIZE SONG. See ‘Die Meistersinger.”’ 
WEDDING MARCH. See ‘‘Lohengrin.”’ 


UDA WALDROP 
(For Portrait and Biographical Sketch, see Interpreters List) 

DANCE OF THE WATER SPRITES ; ‘ , Upa Wa.prop 
DREAM SHIP, THE. Accompaniment Roll. carving in D ‘ Upa Watprop 
FAIRY LULLABY, A. Accompaniment Roll. Soprano in E-flat . ; Upa Watprop 
INTERMEZZO. ; 5 . Upa Watprop 
SWEET PEGGY O’ NEIL. Sone Roll : ' ; : ‘ ; Upa Watprop 
WANDERER, THE. From ‘‘The Hacienda.’’ Accompaniment Roll. 

Medium in A ‘ ‘ : ; ; ; . Upa Waxprop 


EMIL WALDTEUFEL— 1837-1915 


ESTUDIANTINA WALTZES . E ; ; : : , 2 GENEVIEVE Pitot 
SKATERS’ WALTZ. Op. 193 (Les Patineurs) . . : : , .  Franx Banta 


WILLIAM VINCENT WALLACE 


Peewee rantaisic Brillante bySmith, . . . . . ~~ . Enno Rapze 
HARRIET WARE 
MAMMY’S SONG. Accompaniment Roll. Soprano in A-flat. : ELEANOR SHAW 
ELINOR REMICK WARREN 
HEART OF A ROSE, THE. ng irae Roll. High Voice in 
E Minor : 2 : : ; : : . Rospert ARMBRUSTER 


GEORGE WILLIAM WARREN— 1828-1902 


GOD OF OUR FATHERS; and ‘‘AMERICA, THE BEAUTIFUL,” by . 
Ward. Song Roll . : : 3 ; : . Georce H. GartLan 
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101946 


66166-A 


66168-B 
62358 
6504-4 


70840 


59466 
S-30525 
S-30515 
S-31527 
101335 


11035 


67788 
15418-D 


64668 


10307-S 


12225-S 


101816 


150 


1.50 


2.00 
2.00 
3.00 


W330, 


WSO 
as 
2S 


el 
eZ) 


125 


2.00 
2.00 


2.00 


Lad 


125 


1.50 


DUO-ART PIANO MUSIC 


GEL OOCCOSCCOSSES8999.9S 899 G GCG CVF 999 GEST U OKA CIN 


—= See 
de TT Tat em 


Carl Marta 
von Weber 


Born in Oldenburg, December 18, 1786 
Died in London, June 5, 1826 


EBER was the founder of Ger- 

man Romantic opera. His scheme 

wasthesameasthat whichWagner 
later developed, as is illustrated through 
his music drama. The idea had been in a 
formative stage throughout a number of 
years. Mozart in the opera, ‘Magic Flute”’ 
used the element of the supernatural and 
the highly imaginative. The accomplish- 
ment by Weber came through the trend of 
German poetry, fiction and criticism at 
this time. Its literary type was the romance 
or the fairy tale. These were often extra- 


ordinarily fanciful. © Ge MMMM 

Weber’s life paralleled the latter half “~~~ 
of Beethoven's career. He was a piano virtuoso and a composer for the instrument. 
He made large contributions to piano literature. These show great originality and, 
like the instrumental works of Beethoven, they reflect the new phase of social life that 
desired to throw off the conventional and enter into a broader participation. Certain 
characteristics of his piano compositions; their story telling element; their use of arpeggio 
figures in sequence; their orchestral style, were later developed into great technical feats 
by Liszt. 


f 


We may well term Weber a daring innovator in music. In opera he was followed by 
Wagner, who could play melodies from ‘‘Der Freischiitz’’ when but a very young boy. 
In piano composition he influenced the genius of Liszt. It was Berlioz who developed the 
possibilities of the new orchestral effects made use of by Weber in his operas. 

Another phase of his life was of great importance to the development of music as an 
art. He was an aristocrat, a descendant of a long line of barons. His titled descent and fine 
personality brought him into exclusive social circles. His ability and worth as a composer 
inspired respect for music and raised the situation of musicianship in the eyes of society. 

The originality and daring of Weber as a piano virtuoso and composer for the piano, 
his elaborate style tending toward the orchestral, are reflected in Duo-Art Rolls. 


INVITATION TO THE DANCE ; ; ; 59840 Prrperuat Motion : ; : -. 6489-4 
Ronvo Britztante, Op. 62 2 : . 6345-4 “‘OsERON’’ OveRTURE  . : : - 6999-4 


Duo-Art Records of Compositions by CARL MARIA VON WEBER 


TITLE PLAYED BY ROLL NO. PRICE 
INVITATION TO THE DANCE. Op. 65 ; : f ; : Tina Lerner 59840 2.50 
“OBERON’’ OVERTURE : : : ; ; ; : : Eruet Lecinska 6999-4 3.00 
PERPETUAL MOTION (Rondo from Sonata, Op. 24) ‘ : : Rupotpu Ganz 6489-4 3.00 
PERPETUAL MOTION (Rondo from Sonata, Op. 24). : ? WINnIFRED Byrp 6203-3 2.75 
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RONDO BRILLANTE. Op. 62 (La Gaiete) ; : ; ; Haroip Bauer 6345-4 
RONDO BRILLANTE. Op. 62 (La Gaiete) 4 Tina LERNER 60470 
SOFTLY NOW THE LIGHT OF DAY; and ABIDE WITH ME. cone Roll Erno Rapgez 100777 
SONATA. Op. 24. Rondo. See “Perpetual Motion.”’ 
GEORGE W. WELLINGTON 
BY MONOMONACK WATERS. Reverie . : ° .  Gerorce W. WELLINGTON 69946 
W. WESLEY WELLS 
Myatt IN THEE. Song Roll -. ‘ : ; é : Henri Bercman’ 101855 
THOMAS P. WESTENDOR 
I'LL TAKE YOU HOME AGAIN, KATHLEEN. Song Roll ; : Henri BerGMAN 102115 
KATHRYN T. WHITFIELD 
IN AN IRISH JAUNTING-CAR _. : : ; 3 ; ; Marion Rous 67385 
EMERSON WHITHORNE— 1884 
NEW YORK DAYS AND NIGHTS. Op. 40. Pell Street (Chinatown), 
No. 3; Chimes of St. Patrick’s, No. 2; Times Square (Carni- 
val), No: 4. ; : : : ; : : ; E. Ropert Scumitz 6846-3 
RICHARD WHITING 
JAPANESE SANDMAN. “‘Radio Favorites, No. 1.’’ Arranged by 
Robert Armbruster . ; : : ; : . Rosert ARMBRUSTER 70868 
CHARLES MARIE WIDOR—1845 
CHORALE AND VARIATIONS. Accompaniment Roll. Harp . Caruos Satzepo =10399 
TROIS VALSES. Op. 11, No. 1 ; ; ; ; ; ‘ Rosert Lortat 5882-3 
HENRI WIENIAWSKI—1835-1880 
AIRS RUSSES (Russian Melodies). Accompaniment Roll. Violin ; ANDRE Benoist 12709 
LEGENDE. Op. 17. Accompaniment Roll. Violin. Cuarwes GiLBert Spross 10578 
POLONAISE BRILLANTE. Op. 4. Accompaniment Roll. ally ; ANDRE Benorst 12538 
ROMANCE. From Violin Concerto in D Minor. Op. 22. : ; GENEVIEVE Pitot 68017 
SCHERZO-TARANTELLE. Op. 16. Accompaniment Roll. Violin i ANDRE Benoist 12080 
VALSE DE CONCERT. Op. 3 : ; ; : . EE. Ropert Scumitz 64739 
RICHARD STORRS WILLIS—1819-1900 
IT CAME UPON THE MIDNIGHT CLEAR. Song Roll . : . Ina Warwick Porson 100865 
A. LANE WILSON 
HOVELY CELIA . : : ; : fs : : ; : Daisy HorrmMan 12115-S 
GRENVILLE DEAN WILSON—1833-1897 
“CHAPEL IN THE MOUNTAINS, THE. Op. 164 : . ’ . Henri BERGMAN 66606 
MOONLIGHT ON THE HUDSON. Op. 60. ; HERBERT JONES 66537 
WAYSIDE CHAPEL, THE. Op. 42 , ; : ; : : Henri BerGMAN 67796 
ERMANNO WOLF-FERRARI—1876 
JEWELS OF THE MADONNA. Intermezzo in A Minor, No. 1. Intro- 
duction tozActIl .. . , ; : ; 5 : : Erno Rapgze 65018 


1.50 


ILS) 


1725) 


IPS) 


2015 


2.00 


DPS) 
PI) 


DNS) 
2.00 
2.00 
175 
2.50 
2.25 


E25 


2 


1.50 
pers) 
1SIe 


2.00 


DUO-ART PIANO MUSIC 


ALBERT WOLFF 
(For Portrait and Biographical Sketch, see Interpreters List) 


‘BLUE BIRD, THE.”’ Prelude and Departure of The Children in Search 


of the Blue Bird. ; : ; ; ; , ALBERT WOLFF 
‘‘BLUE BIRD, THE.” Introduction to Act Il and Dance of the Stars. ALBERT WOLFF 
“BLUE BIRD, THE.” Arrival of Tyltil and Mytil in the Garden of 

Happiness; and Dance of the Little Joys . ‘ : : ALBERT WOLFF 


HERMANN ADOLF WOLLENHAUPT—1827-1863 
WHISPERING WIND, THE. Op. 38 : é 3 : 4 . GENEVIEVE Prtrot 


HAYDN WOOD 


BIRD OF LOVE DIVINE. Accompaniment Roll. Low Voice in E-flat Exva Fartu Riper 
I LOOK INTO YOUR GARDEN. Cc eel Roll. High Voice in 
Aqtat yt : ; : : : : : : Exva Faretu Riper 


AMY WOODFORDE-FINDEN 
INDIAN LOVE LYRICS. See ‘‘Kashmiri Song,’’ ‘Temple Bells’’ and ‘‘Less Than the Dust.” 


KASHMIRI SONG. ‘‘Pale Hands I Loved.’’ Song Roll. : . Rosert ARMBRUSTER 
KASHMIRI SONG. ‘“‘Pale Hands I Loved.’’ Accompaniment Roll. Bari- 

tone in D : : : : : : 5 : .  Rosert ARMBRUSTER 
LESS THAN THE DUST. See ‘‘Temple Bells.”’ 
TEMPLE BELLS; and ‘‘LESS THAN THE DUST.” Song Roll . . Rosert ARMBRUSTER 


RAYMOND HUNTINGTON WOODMAN— 1861 


LOVE'S IN MY HEART. te he ese Roll. SopranoinF . : ELEANOR SHAW 
NOCTURNE : : ARTHUR SHATTUCK 
OPEN SECRET, THE. Re compeninnent Roll. Sopetue in D- flat . ; Frank La Force 


EDNA BENTZ WOODS 
VALSE PHANTASTIQUE : : F : ; : 3 : Joser Hormann 


SAMUEL WOODWORTH 


OLD OAKEN BUCKET. Song Roll. And LISTEN TO THE MOCKING 
BIRD, by Hawthorne. d : : : : : . Erno RaApeE 


WILLIAM WORTHINGTON 
CHIMES OF ST. CECILIA : é ; : : : ; CHARLES GILBERT SPROSS 


FRANCIS YOUNG 
BEAU BRUMMEL MINUET : ; 5 : ‘ ; . Rospert ARMBRUSTER 


SEBASTIAN YRADIER—1865 
LA PALOMA (The Dove) : ; . : : : ‘ : Ernesto BERUMEN 


J. S. ZAMECNIK 
LOVE COME CALLING. Song Roll ‘ ; : ; : ; : Put OHMAN 
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62710 
62540 


62800 


69147 


12443-S 


12466-S 


102015 
11025 


102338 


10776-S 
61929 
10857-S 


6812-4 


100546 


63858 


67666 


61697 


102875 


2.50 
2.50 


2250 


175 


2.00 


1.50 


1.25 
1.25 


2.00 


1.50 
25 
1:75 


3.00 


1.50 


2.00 


1.50 


175 


A FIVE FOOT SHELF 
af 


DUOzART ROLLS 


By 
CHARLES H. FARNSWORTH 


Professor Emeritus of Music Education in Columbia University 


é al CO cA i y < 
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has been so intelligently prepared for it becomes, literally, a Treasury of Music. 

Modern culture demands at least a slight acquaintance with the classics of 

musical art. Every city of importance today maintains its symphony orchestra and receives 

more or less frequent visits from the great pianists. In consequence, ignorance of the great 

composers and their works is as unfortunate as unfamiliarity with the masterpieces of 
literature and art. 


sk Duo-Art Reproducing Piano and the magnificent library of music rolls which 


The Duo-Art and its rolls are a ‘‘royal road’’ to a critical and intelligent music knowl- 
edge. They make music accessible to all. The composers, their works and, even more 
wonderful, the readings given these works by the master interpreters of the day, are at 
the hand of every owner of one of these instruments, even though his habitation be far 
off the beaten track. 

AN INTELLIGENT SELECTION 


This catalog of music for the Duo-Art contains several thousand different compositions. 
Obviously, we need not hear and know them all. Their very number, which makes the 
catalog such an inexhaustible mine of treasure to the student and adept, is embarrassing 
to the dilettante. 

A formula or suggested course of procedure is plainly a necessity. Something in the 
nature of Dr. Eliot’s ‘‘Five Foot Shelf of Books.”’ 

In the following list the writer presents that which has lasted; proved itself vital; 
in other words the music which has stood the test of time, for only the truly beautiful can 
survive its judgments. 

This is why the wide opportunity offered by the Duo-Art and its music rolls is here 
limited to a Five Foot Shelf. It is possible in this compass to present what has survived. 
True, the modern numbers included are yet to be proved, and no two judges will entirely 
agree in their personal preferences. 

However, an effective standard is presented. A familiarity with these selections con- 
stitutes an education in musical art which would put one forever beyond the reach of 
criticism, and furnish an equipment for the fullest possible enjoyment of the greatest 
of all the arts. 
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A FIVE FOOT SHELF OF DUO-ART ROLLS 


-es(0)+ *©rro- 
A Five Foot Shelf of Duo-Art Rolls 

AIR FROM TOCCATA SECONDO ALESSANDRO SCARLATT! | 

THE CAT’S FUGUE DoMENIco ScaRLaTTI1 { 67708 
GAVOTTE IN B MINOR Bacu 67719 
INVENTIONS Bach 6392-4 
PRELUDE AND FUGUE Bacu 5650-4 
HARMONIOUS BLACKSMITH HanpEL 6020-4 
HORNPIPE. (From the Water Music) HaNDEL 6754-3 
SONATA IND . Haypn 6835-4 
MINUET INA . BoccHERINI 5889-4 
SONATA IN D MAJOR (st NG ERoeM Mozart 67560 
SONATA IN D MAJOR (2nd Movement) Mozart 67760 
SONATA IN D MAJOR Grd Movement) Mozart 67850 
SONATA, Op. 57. (Appassionata) 1st Movement : BEETHOVEN 6065-5 
SONATA, Op. 57. (Appassionata) 2nd and 3rd Movements . BEETHOVEN 6080-5 
SYMPHONY NO. 5, Op. 67. (ist Movement) BEETHOVEN 503C 
SYMPHONY NO. 5, Op. 67. (2nd Movement) . : BEETHOVEN 5040 
SYMPHONY NO. 5, Op. 67. (Grd Movement and Ist part of 4th ovens BEETHOVEN 5020 
SYMPHONY NO. 5, Op. 67. (2nd Part of 4th Movement) BEETHOVEN 5050 
AUF DEM WASSER ZU SINGEN . SCHUBERT 11128 
IMPROMPTU ScHuBERT 6441-4 
MARCHE MILITAIRE SCHUBERT 6487-6 
MARGARET AT THE SPINNING WHEEL SCHUBERT 67429 
MOMENT MUSICAL ScHUBERT 5841-4 
QUARTET IN D MINOR SCHUBERT 5169 
UNFINISHED SYMPHONY (First Monae SCHUBERT 5120 
UNFINISHED SYMPHONY (Second Movement) SCHUBERT 5130 
FINGAL’S CAVE OVERTURE MENDELSSOHN 515-6 


MENDELSSOHN 6119-8 
MENDELSSOHN 6569-4 


RONDO CAPRICCIOSO 
SPINNING SONG 


CARNAVAL, Op. 9, Nos. 1-13 SCHUMANN 6264-3 
CARNAVAL, Op. 9, Nos. 14-21 ScHUMANN 6282-3 
DES ABENDS (Evening) and WARUM? (Why) SCHUMANN 6570-4 
NOVELETTE SCHUMANN 6921-4 
PAPILLONS SCHUMANN 6560-4 
TRAUMEREI ScHUMANN 5855-3 
BALLADE CHopIn 6252-4 
BERCEUSEX Op: 57 CuopIn 6238-4 
BTUDE, Op. 0 Noes CHoPpIN 6524-4 
ETUDE, Op. 10, Nor 12 CHOPIN 65820 
ETUDES, Butterfly and Black Key CuorIn 6453-4 
FANTAISIE IMPROMPTU, Op. 66 CHopin 6058-4 
MAZURKA, Op. 17, No. 4 CHopIn 6809-7 
NOCTURNE, Op. 15, No. 2 CHOPIN 56810 
NOCTURNE IN D-FLAT, Op. 27, No. 2 Cuopin 6573-4 
POLONAISE, Op. 40, No. 1 Cuopin 6140-0 
POLONAISE IN A-FLAT, ‘‘Heroic’’ CuHopIn 6550-5 
PRELUDES, Op. 28, Nos. 1, 4, 10, 21 and 29 Cxuorpin 6811-4 
PRELUDE IN D-FLAT, Op. 28, No. 15 Cuoprn 65740 
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LN A FIVE FOOT SHELF OF DUO-ART ROLLS 
SONATA, Op. 35 Grd Movement) 

VALSE IN A-FLAT, Op. 42 

VALSE IN D-FLAT, Op. 64, No. 1 

CONSOLATION IN D-FLAT, No. 3 : 

LA CAMPANELLA 

LIEBESTRAUM 

HUNGARIAN RHAPSODY, No. wd 

HUNGARIAN RHAPSODY, No. 6 

HUNGARIAN RHAPSODY, No. 10 
WALDESRAUSCHEN 

FLYING DUTCHMAN 

MAGIC FIRE SCENE 

RING OF THE NIBELUNG (Motives) 

RING OF THE NIBELUNG (Motives) 

CRADLE SONG, Op. 49, No. 4 

HUNGARIAN DANCE No. 5 : 
INTERMEZZO IN B-FLAT MINOR, Op. 117, No. lee 
WALTZES, Op. 39, Nos.-2, 4, 12, 15, 16 and 20 
NEW ENGLAND IDYLLS (From a Log Cabin; and The oe of nee 
SCOTCH POEM, Op. 31, No. 2 

WITCHES’ DANCE, Op. 17, No. 2 

JUBA DANCE 

THE WHITE PEACOCK 

THE BANJO PICKER 

SYMPHONY ‘‘From the New World” deariye 
MORRIS DANCE 

COUNTRY GARDENS 

PRELUDE 

CHORALE 

FUGUE 

LA CATHEDRALE ENGLOUTIE 
-REFLETS DANS L’EAU 

JEUX D’EAU 

STANDCHEN (Serenade) 

CAPRICE ESPAGNOLE 

SARCASMS, Op. 17, Nos. 1 and2 . 

PRELUDE, Op. 3, No. 2 
KAMENNOI-OSTROW, Op. 10, No. 22 . 
NUTCRACKER SUITE, Part 1 

NUTCRACKER SUITE, Part 2 ‘ale : 
VALSE TRISTE : : : : 


NORWEGIAN BRIDAL PROCESSION ; : . : : : 
SEVILLANAS . : : . : “ . ° . . 
GOYESCAS : ? . : : 5 . . ° 
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CHOPIN 
CHOPIN 
CHOPIN 
Liszt 

Liszt 

Liszt 

Liszt 

iiszn 

Liszt 

Liszt 
WAGNER 
WAGNER 
WAGNER 
WAGNER 
BRAHMS 
BRAHMS 
BrauMs 
BRAHMS 
MacDowELuL 
MacDowELu 
MacDoweELi 
Derr 
GRIFFES 
POWELL 
Dvorak 
GERMAN 
GRAINGER 
FRANCK 
FRANCK 
FRANCK 
Desussy 
Desussy 
RAVEL 
STRAUSS 
MoszkowskKI 
PROKOFIEFF 
RACHMANINOFF 
RUBINSTEIN 
TCHAIKOVSKY 
TCHAIKOVSKY 
SIBELIUS 
GRIEG 
ALBENIZ 


GRANADOS 
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INTERPRETERS LIST 


Pianists and the Compositions they Have 
Recorded for the Duo-Art Piano 


WITH BIOGRAPHICAL SKETCHES AND ANNOTATIONS ON THE MUSIC 
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By G. W. HARRIS 


Former Associate Musical Editor of the ‘““New Yorx Eveninc Post”’ 
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Ignace oe Paderewske 


Y the plaudits of the civilized world for more than a quarter of a century crowned mon- 
B atch of living pianists and at the close of the Great War chosen, as Premier, to direct 

the destiny and the fortunes of his native land, now transformed into the new Repub- 
lic of Poland—no other pianist who ever lived has had sucha career as has been Paderewsk1's. 
His musical powers developed comparatively slowly, but once they had reached full matur- 
ity he dominated the music-loving world and received tribute from it as no pianist before him 
had ever done. With only his piano, Paderewski repeated the Liszt miracle, and besides tri- 
umphing in the old-world capitals where Liszt had triumphed, he conquered vast new ter- 
ritories greater than Liszt had ever known. Never, either in Europe or in America, has the 
public been so insatiable in its desire to hear a pianist. His playing fascinates not only those 
who have the most highly cultivated taste for music, but also those to whom the art is 
usually a sealed book. 

Ignace J. Paderewski was born on November 6, 1860, in Podolia, a province which was 
the granary and garden of Russian Poland; and his childhood was spent on his father’s farm 
there. The father was an ardent patriot who aroused the suspicions of the Russian officials, 
and in 1863 he was banished to Siberia. His mother died when Ignace was still a child, so he 
was thrown on his own resources. Eager as he was to learn, there was no possibility of 
systematic instruction at the isolated farm; and it was not until he was twelve years old that 
he was able to go to Warsaw, where he could hear good music and take lessons. He studied 
piano with Janotha and harmony with Roguski, and he made good use of the Conservatory 
library, but for a long time his lack of early training remained a disadvantage. When he 
attempted his first concert tour in Russia, in 1876, his technic was still so faulty that he had 
to improvise to fill in difficult places in the music which he could not play. Two years later, 
however, he had made such progress that he was appointed a professor at the Warsaw 
Conservatory. 

It is said to have been owing largely to the sympathetic encouragement of the famous 
Polish actress, Mme. Modjeska, that Paderewski gave up the drudgery of teaching, and went 
to Vienna (in 1884) to prepare himself for the career of a concert pianist under the guidance 
of his famous countryman, Leschetizky. From 1887 onwards, from the time of his débuts in 
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Mr. and Mrs. I. J. Paderewski listening to one of Mr. Paderewski’s Duo-Art recordings 


Vienna and Paris, his career has been one continuous triumph. After extraordinary success in 
England in 1890, he made his first American tour in 1891-92, giving one hundred and seven- 
teen concerts in less than six months. He has returned many times since, his fame growing 
all the time like an avalanche. 

Despite his strenuous career as a virtuoso, Paderewski has found time to compose many 
beautiful works of a very distinct character of their own. These include two operas, ‘‘Manru’’ 
and ‘‘Sakuntala,’’ two symphonies, a sonata for piano and violin, a concerto, a monumental 
‘Fantasie Polonaise’ for piano and orchestra, songs, and many pieces for piano. 

Mr. Paderewski records his interpretations for the Duo-Art Piano exclusively. 


Duo-Art Records by Ignace J. Paderewski 
Beemer IN A-FLAT,Op.47 . . . . Frederic Francois Chopin 6832-8 4.00 


he his four Ballades, the musical form of which was his own invention, Chopin attained the very 
acme of his power as an artist. All four were inspired by poems by Chopin's compatriot and Poland's 
greatest poet, Adam Mickiewicz. This Ballade in A-flat (the third of the four) is the best known, 
the most played, and the most popular of them all. 

This Ballade is founded on an ancient legend of Lake Switez, as narrated by Mickiewicz in his 
poem, “‘Undine.’’ A fearless young knight, wandering on the lonely shores of the lake, meets there 
evening after evening a radiantly beautiful and mysterious creature, who appears and vanishes 
miraculously, whose name, home and origin he is unable to discover, but whom he woos so ardently 
that she at last agrees to become his bride—if, in her absence for one short month, he shall prove his 
fidelity, no matter what temptations may arise. Of course he sweats eternal fidelity, and the mys- 
terious maiden, with a smile half-sad and half-incredulous, vanishes into the night mist. After 
several evenings of loneliness and impatient longing and vain visits to the trysting place, he 1s met 
there by another maiden, even more beautiful than the first, and by no means so coy. At first, re- 
membering his promise, he holds back. But she jeers at his depression and his stupid fidelity to an 
absent prude, and soon has him completely under her spell. Keeping just out of reach, she lures him 
out upon the lake, whose smooth surface magically supports pursuer and pursued. Midway across, 
she turns on him in blazing indignation, reveals herself in all the grace and winsomeness of his 
abandoned love, and pronounces the doom of the faithless, as a sudden storm sweeps the lake and 
engulfs the hapless lover. ~ 
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Such is the bald outline of the tale. Chopin’s music, of course, is more suggestive than descrip- 
tive, and deals with the emotions aroused by a situation or event, rather than with the event itself. 
Yet, knowing the story, it is easily followed in this entrancing Ballade. 

The opening theme—warm, tender, lyrical, increasingly impassioned—symbolizes the hero of 
the legend; while the contrasting second theme, compelling attention as it enters after a moment of 
suspense, with its dainty rhythmic effect, its brightness and bewitching grace, admirably suggests 
the mysterious maiden. The same melody is recognized when introduced later in a different key and 
with different embellishments, representing the disguise in which the water-sprite cloaks her 
identity. The superb climax near the end forcibly suggests both the swift approach and resistless 
sweep of the tempest on the lake and the intensity of the emotional situation. Then one hears again 
in brief return the first melody, representing the lover, as he makes his last, vain appeal; and finally 
the vanishing ripple of the water-sprite’s mocking laughter. Familiar as this Ballade is, to hear 
Mr. Paderewski play it is a fresh revelation of its magical beauty. 


CAPRICE IN G (Gente Scarlatti), Op. 14, No. 3 Ignace J. Paderewski 6558-8 4.00 


Ir has been well said of Paderewski that ‘Like Liszt, he has the mocking-bird gift of imitating the 
style of all the great pianists and composers, often surpassing them in their own song.’’ This fact is 
doubly exemplified in this superb Duo-Art Record of his playing of his own spirited and captivating 
Caprice in G C‘‘in the style of Scarlatti’”). That he is preeminent above all pianists in the matter of 
beauty and variety of tone color is a fact beyond all dispute. Dr. William Mason, who was a pupil of 
Liszt, considered him in this respect superior even to his master. 

And quite as his playing is unique in poetry, power, and perfection, his original compositions 
are permeated with his alluring and masterful personality and genius. Great as is his skill as a pian- 
ist, his creative power is even more remarkable. His Opus 14 comprises ‘‘Six Humoresques de Con- 
cett,’’ of which his famous Minuet is the first, and this Caprice is the third. Vigorous, poetic, even 
with a touch of the romantic, and altogether charming, this Caprice is a fresh revelation of new 
beauty in an antique mode—the mode of Domenico Scarlatti, greatest of the old Italian clavecinists, 
whose music for the clavier, although he called it ‘‘only a frolic in art,’’ foreshadowed in several 
aspects the modern sonata. To have Mr. Paderewski’s own performance of it is to possess a flawless 
and refulgent gem. 


ETUDE IN G-FLAT, Op. 25, No. 9 (‘The Butterfly’’) Frederic Francois Chopin 6097-6 3.50 


We nimble and graceful ‘‘Butterfly’’ Study has long been one of Paderewski’s favorite and most 
effective encore numbers, and his playing of it never fails to arouse his audience to renewed enthusi- 
asm. Under his magic fingers this gem of loveliness is just what the composer intended—a gorgeously 
beautiful, evanescent Butterfly, disporting in the sunshine. 

And this wonderful Duo-Art record-roll is a perfect reproduction of his interpretation—an evo- 
cation of tonal magic, if there ever was one. Paderewski sailed for Europe on November 7, 1918, to 
attend the Peace Conference at Paris and complete the efficient work he had done here for his beloved 
Poland throughout the course of the Great War. On the very day before he sailed, despite the press of 
numberless other things, he spent three hours giving the final touches to this record-roll and that of 
his own ‘‘Minuet,”’ although he had already devoted days to them before; and he wrote of the Duo- 
Art Piano: “‘I avail myself of this opportunity to congratulate you again on your splendid achieve- 
ment in the production of the Duo-Art Piano. . . . I shall be glad indeed to have my playing 
reproduced with such manifest fidelity.” 


HARK! HARK! THE LARK .° . . .°. «.  .  Schubert-Liszt 6697 <s 


Ox a July evening in 1826, after a long walk, Franz Schubert strolled into a beer-garden and found 
a friend sitting at one of the tables with a volume of Shakespeare in his hand. Picking up the book 
when his friend had laid it down, Schubert alighted on the song in “‘Cymbeline,”’ 
Hark! hark! the lark at heaven's gate sings 
And Phoebus’ gins arise. 
Immediately he cried out for music paper, that he might write down “‘a lovely melody that had come 
into his head.’’ A friend hastily ruled some staves on the back of a bill of fare, and thereon Schubert 
forthwith wrote the beautiful melody and accompaniment of the song as we now have it. A thing of 
complete and perfect inspiration, Schubert’s setting of the lyric is a true matin-song, refulgent with 
auroral light and purity. 
And Liszt was so impressed by Schubert’s wonderful song that he determined (at a time when 
Schubert's songs were not so widely known as they deserved to be) to spread the knowledge of it by 
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Icnace J. PADEREWsKI—continued 
displaying the richness and coloring of this genuine pearl in a piano version that should be worthy 
alike of Schubert and of any pianist. He handled it reverently, poetically, deftly; retaining all that 
Schubert had written, and adding only a few embellishments that give it a greater beauty and a 
richer lustre. These, indeed, follow with faultless taste the suggestion of the words of the song, 
depicting with amazing cleverness and skill the soaring of the singing bird and stressing at the end 
the lover’s impetuous appeal: “My lady sweet, arise; 

Arise, arise!’ 
Mr. Paderewski’s interpretation of this transcendently beautiful transcription soars and sings like 
“the lark at heaven's gate,”’ and carries the Jistener with him into the empyrean. 


Pw NeREAPSODY; No.2 >. . . . . . ‘Branz Liszt “6670-0 4.50 


To thousands of music-lovers throughout the civilized world the words ‘“‘Hungarian Rhapsody”’ 
mean just this Second Rhapsody, for in both its piano version and its orchestral form this is the best 
known and the most widely popular of all the compositions of Franz Liszt. Everybody who has ever 
heard any real music at all knows this Rhapsody. So popular had it become in his own lifetime, and 
so often was it played by other pianists, that Liszt himself always refused to play it. And since his 
death, its popularity has spread in ever wider circles. Everybody has played it, until (as commonly 
played) it has become one of the most hackneyed pieces in the whole range of piano literature. 

But—to hear Mr. Paderewski play it is to receive a fresh revelation of what a wonderful piece 
of music it is. He evokes all of its fiery spirit and brilliance, its dashing impetuosity, its subtle fasci- 
nation. He imbues it with passion, with poetry, with eloquence, with sheer tonal magic. He re-creates 
it into a work of astounding freshness and vitality, making the hearer realize something of what 
must have been the wonder and delight it caused when it came first from the hands of Liszt himself. 
It is perfectly safe to say that no person now alive will ever hear a finer, more thrilling, more inspirit- 
ing performance of the Second Hungarian Rhapsody than this. 


HUpeeAnhIAN RHAPSODY, No. 10.. .. .. : meenlranz L7szt -6508-0.. 4:50 


Franz Liszr invented for the piano a new style and technic in keeping with the almost orches- 
tral growth of the instrument and the increased virtuosity of its players. He was himself a Hungarian, 
and his Hungarian Rhapsodies contain much of his original, individualistic, and unique contribution 
to the development of piano music. He composed nineteen of these Rhapsodies, with the avowed 
purpose of creating what he called ‘Gipsy Epics.’ 

He gathered a large number of the folktunes of the Magyars, and such of these as he used gave a 
distinctly national basis to his Rhapsodies. Furthermore, he has in a manner indicated in their 
character and tempo the dual nature and form of the Hungarian national dance, the Czardas, which 
consists of two parts: a slow, melancholy section called a Lassu, alternating at the will of the 
dancers with a wildly impetuous and boisterous movement known as a Friss (or Friska.) 

The Tenth Hungarian Rhapsody, if somewhat simpler than some others of the set, yet has dis- 
tinct characteristics that differentiate it from the rest. One of its main features is a dazzling series of 
very graceful glissando scales in ascending and descending direction—difficult to play, but when 
played artistically having a unique and thrilling beauty. There are bittersweet Gipsy themes in it, 
impulsive melodies that yet have an undercurrent of haunting sadness; sections of wild and capricious 
gaiety, much brilliance, and a wealth of arabesque ornament. There is also a dramatic section skil- 
fully developed, in which Liszt achieved a novel stroke of genius by introducing artistically the cem- 
balo effect dear to the heart of the Gipsy bandman. Mr. Paderewski’s interpretation of this Rhapsody 
is a new revelation of its fiery spirit and brilliance, its dashing splendor, its captivating charm. 


IMPROMPTU IN A-FLAT, Op. 142, No. 2 : ‘ ; Franz Schubert - 6794-6 3.50 


Aone Schubert’s piano pieces this Impromptu (which was so named, not by the composer him- 
self, but by the publisher of the first edition) is one of the shining gems. Indeed, there is no music by 
any of his contemporaries with which one can compare any of Schubert’s Impromptus. They are not 
sentimental, like the nocturnes of Field. They are not show pieces, like the shorter works of Weber. 
They have nothing in common with the music of the contemporary virtuosi—or with that of any 
virtuosi. They are extraordinarily rich in genuine musical worth and are truly inspired. 

This Impromptu in A-flat is one of the most familiar of them all, and has come to be known 
among musicians as the ‘‘Contemplative.”’ It is full of originality and gives a new and fresh signifi- 
cance to the technical treatment of the piano. It has a refinement that, apart from Bach, Mozart and 
Chopin, is unusual in piano music. Throughout its song-like measures of quiet joyousness the spirit- 
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ual visitor is ever present. The listener feels that Schubert lost himself completely in this musical 
vision of entrancing loveliness, that he surrendered himself utterly to the delight of beautiful sound. 
It is nobly and loftily inspired. It is filled with ecstasy—filled with rapture. 


THE MAIDEN’S WISH, Op. 74, No. 1 ss ot aeRO Chopin-Liszt 6594-8 4.00 


“Tue Marpen’s Wisx’’ is one of the refulgent gems of the pianist’s repertory. Liszt’s marvelous 
proficiency in transcribing all possible compositions for his beloved pianoforte was one of the most 
characteristic features of his rich and complex artistic personality. He realized that a part of his mis- 
sion was to enlarge the scope of the piano, and it was with his transcriptions that he made people 
forget that they were listening only to “‘an instrument of percussion.’’ He entered upon a competition 
with the orchestra as well as with the human voice, and he was victorious in both undertakings. It 
would be hard to point out a single transcription, paraphrase, or fantasia by Liszt that, in favorable 
circumstances, could not in its effects stand comparison with the original work. It is chiefly for their 
sincerity that Liszt’s transcriptions stand out from all others as works of art. His arrangements are 
not manufactured, but are poetically conceived. This is one of the most famous of them all. 

Standing as No. 1 of Chopin’s ‘Seventeen Polish Songs,’’ published after his death, ‘“The 
Maiden's Wish”’ was originally a pretty Mazurka. Marcella Sembrich used to play and sing it most 
charmingly in the singing lesson scene of ‘The Barber of Seville.’’ Liszt’s paraphrase is a brilliant 
transmutation of the song into the piano idiom, elaborating and expanding it in three variations 
which scintillate and dazzle with ravishing tonal colors. 


MAZURKA IN A MINOR, Op. 17, No. 4 .  . Frederic Francois Chopin 6809-7 3.75 


No others of Chopin’s compositions are so Chopin-ish as the Mazurkas. ‘‘Ironical, sad, sweet, 
joyous, morbid, sour, sane and dreamy, they illustrate what was said of their composer—his heart is 
sad, his mind is gay.’ That subtle quality, for an Occidental, enigmatic, which the Poles call Zal, is 
in some of them; in others the fun is almost rough and roaring. Zal is a baleful compound of pain, 
sadness, secret rancor, revolt. It is the collective sorrow and tribal wrath of a down-trodden nation, 
and the Mazurkas for that reason have ethnic value. As concise, even as curt as the Preludes, they 
are for the most part highly polished. They are dancing Preludes, and often tiny single poems of great 
poetic intensity and passionate plaint.’’ Thus declared Huneker; and concerning this Mazurka in A 
Minor, after quoting Szulc’s childish story about it, he wrote: 

“The Mazurka is rather doleful and there is a little triplet of interrogation standing sentinel at 
the fourth bar. It is also the last phrase. But what of that? I, too, can build you a program as lofty or 
lowly as you please, but it will not be Chopin's. There is no predicating the content of music except 
in a general way; the mood key may be struck, but in Chopin’s case this is by no means infallible. If I 
write with confidence it is that begot of desperation, for I know full well that my version of the 
story will not be yours. The A Minor Mazurka for me is full of hectic despair, whatever that may 
mean, and its serpentining chromatics and apparently suspended close—on the chord of the sixth— 
give an impression of morbid irresolution modulating into a sort of desperate gaiety. Its tonality ac- 
counts for the moods evoked, being indeterminate and restless.”’ 


MAZURKA IN B-FLAT MINOR, Op. 23, No. 4 Frederic Francois Chopin 6566-7 3.75 


ge Grete the Polish women’s dance; it is the feminine complement to the heroic and mascu- 
line Polonaise. Originally a local dance of the Province of Mazovia, whence its name, it is purely and 
characteristically Slavonic. At its best it is a dancing anecdote, a story told in a charming variety of 
steps and gestures. ‘‘It is intoxicating, rude, humorous, poetic, above all melancholy,” says James 
Huneker. ‘When he is happiest he sings his saddest, does the Pole.’’ And of this Mazurka in B-flat 
Minor he exclaims: 

“Ah! Here is a gem, a beautifully and exquisitely colored poem. It sends out prehensile filaments 
that entwine and draw us into the center of a wondrous melody, laden with rich odors, odors that 
almost intoxicate. The figuration is tropical, and when the major is reached and those glancing thirty- 
seconds so coyly assail us, we realize the seductive charm of Chopin. The reprise is still more fes- 
tooned, and it is almost a relief when the little, tender unison begins with its positive chord asser- 
tions closing the period. Then follows a fascinating, cadenced step, with lights and shades, sweet 
melancholy driving before it joy and being routed itself, until the annunciation of the first theme and 
the dying away of the dance, dancers and the solid globe itself, as if earth had committed suicide for 
the loss of the sun. The last two bars could have been written only by Chopin. They are ineffable 
sighs.” 

This is Paderewski’s favorite Mazurka among the whole fifty-six composed by Chopin and he 
plays it as he alone can play it, with almost intoxicating witchery and grace. 
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MELODIE (‘‘Chants du Voyageur,’’) Op. 8, No. 3 Ignace J. Paderewskt 6681-8 4.00 


ke wonderful Duo-Art Roll reproduces perfectly Mr. Paderewski’s own interpretation of his 
exquisite and lovely Melodie, from the ‘‘Chants du Voyageur,”’ one of the finest pieces in the whole 
modern literature of the piano—a flawless gem. 

This piece is hardly less remarkable for beauty, grace and daintiness than his famous Minuet, 
The eminent critic, Henry T. Finck, wrote of it many years ago: 

‘The Chant du Voyageur Melodie is one of the most charming of all his shorter pieces—a piece 
that has brought tears to the eyes of many hardened professionals. Its first three notes suggest by 
their beat that celestial melody in Chopin’s great Scherzo (Opus 20) as if to show its affiliation with 
the Chopin school; the rest of it is an expression of a new individuality in music—one destined to 
mark a new epoch. I have never heard an Opus 8 so mature, so original, so deeply emotional. But you 

- must hear him play it to realize all its charms.”’ 


MING@ET. Op, 14,No.1. . . : A . . Ignace J. Paderewski 6100-8 4.00 


Tas Minuet had become popular in England and the United States before ever Paderewski himself 
had visited these countries. Everybody who knows any modern music at all knows it from repeated 
hearings. But to hear the composer himself play 1t was and is a revelation of fresh, new beauty. 

Many years ago an old friend of Paderewski’s told, in the German periodical Ueber Land und 
Meer, an amusing anecdote about this Minuet: ‘‘When Paderewski was a professor at the Warsaw 
Conservatory, he was a frequent visitor at my house, and one evening I remarked that no living com- 
poser could be compared with Mozart. Paderewsk1’s only reply was a shrug of the shoulders, but the 
next day he came back, and, sitting down at the piano, said, ‘I should like to play youa little piece 
of Mozart's which you perhaps do not know.’ He then played the Minuet. I was enchanted with it 
and cried, ‘Now you will yourself acknowledge that nobody of our time could furnish us with a 
composition like that!’ ‘Well,’ answered Paderewski, ‘this Minuet is mine.’ "’ 

It is not too much to say that this Minuet is quite on a par with Mozart’s famous “Don Juan” 
Minuet, but with modern refinements of harmony and tone-color of which Mozart never dreamed. 
Here it is played as only Paderewski can play it, and the record is a wonder and a lasting delight. 


My JOY (Meine Freuden), Op. 74,No.12 . . . . Chopin-Liszt 6567-8 4.00 


Caorm’s songs do not bulk large among his compositions. He was fond of playing original songs 
for his friends, but as often as not he neglected to put them on paper. ‘‘Seventeen Polish Songs,”’ 
written by him between 1824 and 1844, were collected and published after his death as Opus 74. Most 
of these are not particularly noteworthy as compared with the world’s mastersongs, but two of them 
at least, “The Maiden’s Wish’’ and ‘‘My Joy,’ Liszt found to be veritable gems, and proclaimed 
them to the world as such by re-creating them as two of his inimitable piano transcriptions. 

The first of these is better known than the second, but if less brilliant than the former, this para- 
phrase of ‘‘My Joy,”’ which sings the simple but soulful melody of the song without extraneous em- 
bellishment, is not inferior in musical beauty. It is a pearl of price, in a perfect setting which perfectly 
displays its luster. 

Mr. Paderewski’s performance of this rich and glowing transcription is a magnificent evocation 
of tonal splendor, a rare combination of poetic feeling and musical eloquence. He found it difficult to 
record to his satisfaction and said that it taxed all the resources of any reproducing instrument, but 
added that the Duo-Art Piano met the severe test triumphantly. 


NOCTURNE IN B-FLAT, Op. 16, No.4 . ; . Ignace J. Paderewski 6562-6 3.50 


Paprrewsx:'s music has Chopin’s thoroughly idiomatic piano style, but in invention and de- 
velopment it is his own, and it has an individuality as distinctly differentiated as that of Grieg or 
Dvorak. This Nocturne, for example, never could be mistaken for one of Chopin’s, though it has 
something of that touch of melancholy which is an undeniable element in Polish folk-music and 
which imbues many of the Chopin nocturnes. Here is also something of night’s mystery and the 
haunting quality of the unknown that darkness brings. The piece is built upon an odd two-part 
melody that grows in the listener's favor with repetition, and its haunting wistfulness induces the 
mood of revery which the composer intended. 

Mr. Paderewski’s playing of it, as this marvelous record shows, is instinct with poetic and magi- 
cal charm. He recorded this piece in July, 1922, and when he heard the perfected roll played by the 
Duo-Art he was so delighted with it that he exclaimed: ‘‘Fine! Fine! If anybody today thinks that 
the Duo-Art Piano is a mere mechanical instrument he should hear it play this record. This is a com- 
plete refutation of any such notion. It is exactly the way I play my Nocturne, and the way I should 
like it to be played always. It is perfect.”’ 
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NOGTURNE IN(G, "Op. 37) Noo 2 ; Frederic Francois Chopin 6847-8 4.00 


\Cormy loved) the night and its soft mysteries as much as did Robert Louis Stevenson,’’ says 
James Huneker, ‘and his nocturnes are true night pieces, some with agitated, remorseful counte- 
nance, others seen in profile, only, while many are whisperings at dusk.’’ This lovely Nocturne in G 
Major is one of the noblest of them all, indeed is the favorite with many music-lovers. 

This ravishingly beautiful evensong was inspired by the chanting of a helmsman in the boat that 
carried Chopin and George Sand to the Island of Majorka. ‘The night was warm and dark, illumi- 
nated only by an extraordinary phosphorescence,’’ wrote Mme. Dudevant. She said that the boat- 
man’s song was more like a revery, or vague improvisation; and such is the character of the haunt- 
ingly sweet melody which Chopin uses as the second theme in this Nocturne—a melody which the 
critics agree in naming the most beautiful in all of Chopin’s works. It is in true barcarolle vein, with 
subtle, shifting harmonic hues, filled with the very magic of euphony. 


POLONAISE IN A, Op. 40, No. 1 C‘Military’’) Frederic Francois Chopin 6140-0 4.50 


Cyronm's) Polonaises “arc among the most Polish of his works and also among the most virile 
testimonials of his masculinity, his strength, his warrior spirit. In some of them there are moments 
when “‘he discards gloves and soft phrases and deals blows that reverberate with formidable clangot.”” 
Notably is this true of this Polonaise in A Major, which has come to be known as the ‘‘Military Pol- 
onaise. 

This is the best known of all Chopin’s compositions, and though the most muscular, is the most 
often played of all. To Rubinstein it seemed a picture of Poland’s greatness. The Polish portrait 
painter, Kviatovski, is authority for the story that after composing this Polonaise, Chopin, in the 
dreary watches of the night, was terrified by the opening of his door and the entrance of a long train 
of Polish nobles and ladies, richly robed, who moved slowly by him. Troubled by the ghosts he had 
raised, the composer, hollow-eyed, fled the apartment. ‘‘All this,’’ James Huneker points out, “‘must 
have been at Majorca, for Opus 40 was composed or finished there. Ailing, weak and unhappy as he 
was, Chopin had grit enough to file and polish this brilliant and striking composition into its 
present shape.”’ 


SONATA QUASI FANTASIA IN C-SHARP MINOR, Op. 27,: No. 2 
C‘Moonlight’’) as Ludwig van Beethoven 
First Movement: Adagio; Second Movement: Allegretto : : 6929-8 4.00 
Third Movement: Presto Agitato . : eas eran 6930-6 3.50 


Harz is the best loved of Beethoven's many sonatas, superbly played by the greatest of living 
pianists—certainly constituting the most attractive brace of records ever issued for any reproducing 
instrument. 

The convenient title of ‘Moonlight’’ (never so employed by Beethoven) was bestowed upon 
this Sonata by Heinrich Rellstab, a celebrated Berlin critic, who compared its first movement to a 
boat rocking on the waves of Lucerne on a moonlit evening. Because Beethoven dedicated this 
Sonata to the Countess Giulietta Guicciardi, the notion has gone round the world that it was a musi- 
cal love poem addressed to her by its author. Beethoven assuredly did have a tender feeling for that 
notorious little coquette who was for a time one of his pupils, but the legend of the Sonata has no 
foundation in truth. It was not composed for the countess. Beethoven had given her a rondo, and 
wishing to dedicate it to another pupil he asked for its return and in exchange sent the Sonata. More- 
over, there is trustworthy evidence that Beethoven never intended the C-sharp Minor Sonata as an 
expression of love, unhappy or otherwise. 

Alexander W. Thayer, foremost of Beethoven biographers, says that the Sonata was suggested 
by Seume’s little poem, ‘“The Prayer,’’ which describes a maiden kneeling at the high altar in prayer 
for the recovery of a sick father. The poem itself is inno way remarkable, and it is not so easy to con- 
nect it in fancy with the last movement of the Sonata as with the first and second; but the evidence 
that Beethoven paid it the tribute of his music seems conclusive. 

And what ineffably beautiful music it is! The first movement, a lovely sustained Adagio, ‘‘of 
linked sweetness long drawn out,’ brings magic soothing even to troubled souls, if they will bue 
listen, and 

Its loveliness increases; it will never 

Pass into nothingness; but still will keep 

A bower of quiet for us; and a sleep 

Full of sweet dreams, and health, and quiet breathing. 
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The Allegretto, with its quaintly syncopated trio, is an altogether different, and a finely con- 
trasting movement. It is, in fact, essentially a minuet. Here all is breezy animation, vigor, and good 
cheer. It is as if the dreamer shook himself from his reverie to receive his good friends and enjoy their 
company and lively conversation. 


Beethoven was the first great democrat among composers, and in the final marvelous Presto 
Agitato, with its surging rush of ascending arpeggios, how his individuality asserts itself and tri- 
umphs! The movement is a stupendous depiction of mental conflict, an inspired interpretation of the 
soul’s travail and suffering—the suffering not alone of his own soul, but also that of other souls, and 
so its appeal to the human heart is rniversal. 


SPINNING SONG, Op. 67, No. 4 (‘Songs Without Words,’’ No. 34) 
Felix Mendelssohn-Bartholdy 6569-4 3.00 


‘fen idea of the spinning-wheel’s motion and buzz as an accompaniment to the human voice has 
appealed to many composers and probably was in Mendelssohn's mind when he wrote this dainty, 
delightful, airy-fairy piano piece—though the title which it has long borne was bestowed by some- 
body else. Like most of the Songs Without Words, it was originally published without a title. The 
simple, little piece contains no contrasting thought—just a homely, humming ditty, and its charm- 
ing melody is borne upon an incessant rush of sixteenth notes, which has been taken aptly enough 
for the whirring of the spinning wheel. 


To hear Mr. Paderewski play one of these Songs Without Words enables one to understand some- 
thing of the sensation that Mendelssohn himself made with these novel compositions at a time when 
the highest aim of the professional pianists of the day was to make their instruments scintillate with 
scales, arpeggios, trills, and pretty broideries above, below, and around melodic echoes of Rossini, 

‘Bellini, and Donizetti. At the hands of this Wizard of the Keyboard even the most familiar and 
hackneyed of them is re-created into a thing of transporting beauty, freshness and interest. 


VALSE IN A-FLAT, Op. 34, No.1 . .  . ~~ Frederic Francois Chopin 6551-8 4.00 


dis Valse in A-flat (appropriately called ‘‘Brilliant’’) is perhaps the best known of the fifteen 
waltzes composed by Chopin—waltzes in which the ‘‘Gay Science’’ is beautifully set forth, and 
which, if less intimate in the psychic sense than some of his other works, are exquisite exemplars of 
social intimacy and aristocratic abandon. It begins with a stirring, brilliant introduction. A lovely 
second theme follows, but the music soon returns to the swirling mood of the opening section. Then 
a series of brilliant runs add sparkle to the repetition of the second incident, after which the second 
melody is sounded again with an accompaniment of rich figures of tonal ornamentation. After a thrill- 
ing climax, the coda brings another gay and striking manifestation of the spirit of the waltz. This 
vigorous and joyous section is followed by a few bars of coaxing tenderness, and then the brilliant 
conclusion. As Schumann declared, the dancers of this waltz should be at least countesses. 


Mr. Paderewski has played this captivating Valse numberless times to the rapturous delight of 
unnumbered thousands of hearers. His playing of it, flawlessly, reproduced in this superb Duo-Art 
Record, transports all listeners—lifting them out of themselves and above amy care or consciousness 
of how he does it; by his unique, manifold, almost epical power projecting a flood of delight, and 
immersing them in the ‘‘single and overmastering sensation of the beauty, the passion and the 
poetry of sound that imagination and exaltation have made music.”’ 


VALSE IN A-FLAT, Op. 42. . . . =. ~— Frederic Francois Chopin 6618-6 3.50 


Prorsssor Nizcxs writes of this dance-poem: ‘‘In the A-flat Waltz (Opus 42) the duple rhythm 
of the melody along with the triple one of the accompaniment seems to me to be indicative of the 
loving, nestling and tender embracing of the dancing couples. Then, after the smooth gyrations of 
the first period, come those sweeping motions, free and graceful like those of birds, that intervene 
again and again between the different portions of the waltz. The D-flat major part bubbles over with 
joyousness. In the sostenuto, on the other hand, the composer becomes sentimental, protests, and. 
heaves sighs. But at the very height of his rising ardor, he suddenly plunges back into that wild, 
self-surrendering, heaven-and-earth-forgetting joyousness—a stroke of genius as delightful as it is 
clever.”’ | 

Brilliant, captivating, transporting, this flawless reproduction of Mr. Paderewski’s playing is 
altogether one of the finest Duo-Art Records that he (or anybody else) has ever made. 
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Josef Hofmann 


He since America first heard him play, as a little lad ten years old with fingers of 


fairy touch, Josef Hofmann has grown in musical stature. Today he is one of the 
master pianists of all time, the artistic descendant of his teacher, Rubinstein, whose 
peer he is—the companion, in piano history, of Liszt and Tausig and Paderewski. 


He was born in Cracow, ancient capital of Poland, on January 20, 1876. His father, 
Casimir Hofmann, was a pianist and composer, a professor at the conservatories of Cracow 
and Warsaw, and conductor of opera at both places. The son showed extraordinary musical 
talent when only three years old, and appeared in public at five at a watering place near 
Warsaw, playing three little compositions of his own. He received his early instruction from 
his father, and at nine made a concert tour of the principal cities of Germany, Denmark, 
Sweden, Holland, France and England, coming in the next year to the United States. 


In 1887, after his first American tour, when his health was impaired by the strain of 
giving fifty-two concerts in two and a half months, he was wisely withdrawn from public 
appearances for schooling at home. He studied musical theory with Heinrich Urban and 
piano with Moszkowski, until 1892, and then with Rubinstein till that master’s death in 
1894. He made his reappearance as a concert pianist at Dresden in 1894, since which time he 
has toured Europe and America many times. 


In 1905 Mr. Hofmann married an American woman, and for many years now he has 
made his home in America. He has won a considerable reputation as a composer, his works 
including a symphony, ballet scenes and other orchestral compositions; and for the piano five 
concertos, two sonatas, a suite, and many shorter picces. 


Mr. Hofmann records his interpretations exclusively for the Duo-Art Piano. 


Duo-Art Records by Josef Hofmann 
BARCAROLLE (Second) INA MINOR. . Anton Gregor Rubinstein 6682-4 3.00 


ae Second of the five Barcarolles composed by Rubinstein, while true enough to the type to be 
worthy of its name, hardly presents the conventional scene of a gondola afloat on a Venetian canal, 
with its pilot singing a luscious air. It is built on a lovely melody, indeed, but this is rather a song 
of a Russian boatman on the Nevka, perhaps, in the environs of Petrograd, and this haunting melody 
is richly harmonized with typical Russian tonal coloring which becomes almost sombre in its lower 
reaches. The whole piece is charmingly lyrical. It has been unjustly neglected by pianists, and Mr. 
Hofmann deserves thanks for bringing it to public attention again. 


BERGEUSE, Op. 57 - se, ; ‘ . Frederic Francois Chopin 7066-4 3.00 


lie poetic refinement and delicacy and the interpretative mastery of Josef Hofmann’s art are 
revealed and preserved in this exquisitely beautiful performance of Chopin’s most exquisite com- 
position. This ‘‘Berceuse’’ is the most remarkable and indisputably the finest Cradle Song ever 
written for the piano. In its form and harmonic structure it stands alone in piano music—a miracle 
of originality, ingenuity, sheer genius; a work of unique and fadeless beauty. 

An organ point on D-flat, sustained throughout the piece, and a couplet of the simplest chords, 
the tonic and dominant seventh, alternating back and forth in a rocking rhythm that never changes, 
constitute the accompaniment and unmistakably suggest the soothing and drowsy monotony of 
the cradle’s motion. ‘‘The left hand may be said to rock the cradle throughout the whole composi- 
tion,” declared the late Edward Baxter Perry, ‘‘while in the soft, continually intertwining melody 
in the right hand, like an endless, infolding circle of maternal love, we find the lullaby song of the 
mother, sung as she sits there in the hush of the twilight, rocking her little one to sleep. 

“Around and over this melody Chopin has flung, with his own inimitable delicacy, a silver 
lace-work of embellishment, falling soft and light as the moonlight spray from fountains in fairyland.” 
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Joser Hormann—continued 


BERCEUSE . ; ; ; : . Josef Hofmann 6821-4 3.00 


less is one of the most beautiful and most charming of Josef Hofmann’s many original composi- 
tions for piano—a lovely little Cradle Song, or instrumental Lullaby, in which a simple lulling 
melody is carried in a progression of rich chords subtly and beautifully harmonized and in a gently 
rocking rhythm. The main theme is deftly and effectively decorated with a delicate embroidery of 
little runs and arpeggios not too profuse or elaborate to be in perfect keeping with the lovely theme 
itself; and the whole piece is unmistakably a spontaneous out-cropping of a well-defined vein of 
melody. It is written with much skill, with persuasive grace, and, needless to say, with the com- 
pletest command of the finer and most characteristic effects of the piano. 

Mr. Hofmann’s performance of this little masterpiece of his own fashioning is, of course, a de- 
lightful example of the very perfection of piano playing, and a magical evocation of ravishing tonal 
beauty. 


CAPRICE ESPAGNOLE, Or.37.. . . .  . Moritz Moszkowski 6953-4 3.00 


Moszxowsx1 was eatly enamored of Spain, and certain pieces founded on Spanish dance rhythms 
were among the first works that established his fame as a composer. This brilliant and richly varied 
‘‘Spanish Caprice’’ was undoubtedly inspired by some romantic story of Moorish days; and, whether 
Moszkowski ever revealed the exact source of his inspiration or not, tradition identifies it as the 
“Legend of the Rose of the Alhambra,”’ narrated by Washington Irving in his ‘‘Tales of the Alham- 
bra.’” This recounts the story of Ruyz de Alarcon, a favorite page of Queen Elizabetta, and of his love 
for the beautiful Andalusian maid Jacinta. A fascinating tale of enchantment unfolds, and the ex- 
traordinary power of the magic lute in the hands of the loved one is well brought out. 

The course of the tangled love story may easily be traced in the music, which divides itself natur- 
ally into three parts. The first part, with its agitated figure of constant motion, depicts the rapid and 
energetic manner of love-making in a southern clime. It represents also the power of the magic lute 
and the part it plays in discovering the lost prince. Easily recognizable is the middle section, or 
second part, with its singing of the tender love passages between the enamored pair. The third sec- 
tion, ending in a bright change to a joyful major key, completes the story with the reunion of the 
lovers and their happy nuptials. 

Characteristically Spanish in its main melodic and rhythmic elements, and in the exotic atmos- 
phere it evokes, this Caprice is altogether charming—is quite as delightful, indeed, as music for its 
own sake, for the hearer who does not know the legend it illustrates, as it is skilful and enjoyable as 
a tonal embodiment of that program. 


CONCERTO IN EMINOR, Op. 11... __. Frederic Francois Chopin 
First Movement: Allegro maestoso (Pattl) . = | \ )  60]eEaEaENO 
First Movement: Allegro maestoso (Part I) . . . | | | 60iGmmEOG 
Second Movement: Romanza (Larghetto) rrr 0) 
Third Movement: Rondo (Vivace) . . . «| . . . = 6Q/REamENaEEG 


(Comey composed two concertos for piano, and both were written before he was twenty-two years 
old, when he was still in Warsaw and before he had won fame outside of his native land. This Con- 
certo in E Minor is chronologically the second, but because it happened to be published first it was 
numbered as Opus 11; whereas the Concerto in F Minor, published three years later (though com- 
posed first), was numbered as Opus 21. From the composer’s letters we know that he was at work on 
the E Minor Concerto in March, 1830, for on the 27th of that month he wrote that he hoped to finish 
the first Allegro before the Easter holidays. The whole work was completed in the following August, 
and had its first performance at a concert in Warsaw, with Chopin at the piano, on October 4, 1830, . 
at once arousing a remarkable outburst of enthusiastic approval. : 

It was published in Paris in 1833, and ever since that year it has maintained a place in the active 
lists of most of the great pianists, by reason of its winsomeness and subtle charm, no less than be- 
cause of the chances it affords the solo player for the display of brilliant virtuosity. 

The long First Movement is constructed on the plan employed by Mozart, Beethoven, Hummel, 
and other composers of earlier days, in what is called the two-exposition form—first the orchestra, 
and then the piano in turn, setting forth and developing and elaborating a principal musical subject 
in two sections. The general character is episodical, but the episodes are of rare worth, beauty and 
originality; and the passage work, in brilliant profusion, is superior in design to that of the earlier 
masters. Exquisite softness and tenderness distinguish the melodious parts. 
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Always the best loved part of the whole work is the Romanza, and concerning this Second 
Movement, Chopin wrote (in a letter dated May 15, 1830, while he was still at work on the Con- 
certo): ‘The Adagio (Larghetto) is in E Major, and of a romantic, calm, and partly melancholy 
character. It is intended to convey the impression which one receives when the eye rests on a beloved 
landscape that calls up in one’s soul beautiful memories—for instance, on a fine moonlit spring 
night.”’ It is music of murmuring mystery that mounts to the imagination. 

A vivid and telling contrast is brought by the Rondo, which is lively, energetic, frolicsome, 
tricky, genial, and genuine piano music. 

Josef Hofmann plays this adorable Concerto as one who has made it peculiarly his own by his 
mastery of its poetic content no less than of the technic of its expression. His performance of it is a 
triumph in pianistic art. And these four Duo-Art Records in which he has arranged and played both 
the orchestral and the piano parts constitute a triumph in the art of musical reproduction. 


EL CONTRABANDISTA (The Smuggler), Spanish Romance. Transcription 
by Carl Tausig . : ; Robert Schumann 7072-4 3.00 


Scrumann was by nature a poet, and in his songs he seized the purpose and spirit of the poems he 
set with an astonishingly powerful grip, and conveyed infinite shades and varieties of meaning in 
forms which are almost always perfect works of art. Whatever its inspiration, his music 1s warm 
and poetic, romantic, sincere and vigorous. The expression of humor in music is a very modern 
development that has taken place largely since Schumann’s time; yet, besides his mastery of romance, 
he was long considered as the one master next to Beethoven in possession of the power of giving 
full and free expression to the humorous element. Humor, as well as romantic spirit, abounds in this 
gay and rollicking Spanish Romance, ‘“The Smuggler.’’ Without any effort on the listener’s part, 
it grips the imagination at once, and conjures up a vivid picture of the Smuggler and his care-free 
life, with its daring, its cunning, craftiness, and boisterous fun—the spirit indicated by the lines 
from the first stanza: 
Oh, I'm the Contrabandista, 
I make myself respected ! 


Tausig’s transcription of the song is a famous pianistic tour de force. Its brilliant ornamentation 
bristles with difficulties and demands an almost superhuman technic. But Mr. Hofmann surmounts 
those difficulties with grace as well as ease. His recorded performance is a delight. 


ETINCELLES (Sparks), Op. 36, No. 6, Morceau caractéristique 
Moritz Moszkowski 6598-5 3.25 


As happily named as it is brilliantly written is this sparkling little piece, this Morceau caractéristique 
of Moszkowski’s, which was composed several years ago while its author was sojourning in Paris. A 
thing of clear-cut rhythms presented in astonishing rapidity, of brilliant runs and arpeggios, of finely 
wrought contrasts, it is all life, and fire, and motion—a vivid realization, in tones of sequential 
beauty, of the very appearance of darting, dancing, upward flying sparks. There is a fine thread of 
melody throughout, and the piece scintillates and fascinates as does a shower of ‘Shooting Stars’’ 
against the dark canopy of night. 


Pewee Oreint LEFT HAND . . .. . . «. Josef Hofmann 6753-4 3.00 


he this fine Study for the Left Hand an impressive melody, chiefly in chord progressions, is intoned 
to a colorful accompaniment in which an occasional touch of very modern harmony adds an element 
of variety and piquancy. There is a brisk and’lively middle section, largely in staccato notes, and the 
return of the first theme leads to a series of sweeping arpeggios and then the whole structure is built 
up into a powerful climax at the end. 

It is a musicianly and exceedingly skillful piece of writing, abounding in novel and telling pian- 
istic effects, but more than that it is beautiful music—so intrinsically beautiful that having heard it, 
one wants to hear it right over again. It is a distinctive and individualistic display of tonal coloring 
that fascinates and charms the hearer by its novelty, richness and variety. 


Gime Or 45,No:2.. . °. . «. «. ‘Moritz Moszkowske 6615-4 3.00. 


olites charming little piece is one of Josef Hofmann’s favorite encore numbers, and here he has 
played it as only he can play it—making the record an evocation of pure tonal beauty, entrancing 
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grace and loveliness. And the piece itself is an uncloying delight, with its graceful air sung to a stac- 
cato accompaniment and its suggestion, so cleverly handled, of the Spanish instrument for which it 
is named. There is a suggestion of Spanish atmosphere about it, too—a bit of genuine Iberian color. 
Moszkowski was early enamored of Spain; in pieces founded on Spanish dance rhythms he first be- 
came famous, and even in his later works he has been fond of paying musical tribute to her. 


HUNGARIAN RHAPSODY, No. 12 .. . . . . . FranzLisze”(6139 Gee 


incecoce and splendidly characteristic of Liszt’s assimilation of the Gypsy spirit and tempera- 
ment is the Twelfth Hungarian Rhapsody, which, with the single exception of the Second, is the 
best known and most popular of the nineteen in print. This is perhaps the most rhapsodic of them 
all, for it is brimming over with a wealth of characteristic melodies. 

At the hands of Josef Hofmann these melodies are made to sing—and sing bewitchingly. Here 
the poetry, the glowing beauty, the elemental fire and passion, the ravishing harmonic texture, the 
stirring rhythms, the meteoric splendors of rushing sound of this stupendous and majestic work are 
proclaimed with entrancing eloquence and with awe-compelling mastery. The very magic of Mr. 
Hofmann’s playing is embodied in this magnificent record-roll. 


THE JUGGLERESS, Op. 52, No. 4. - : “ Moritz Moszkowski 6074-6 3. 50 


Moszxowsxr s Opus 52 is a pianoforte suite of six short pieces called ‘‘Fantasias,’’ the fourth of 
which, ‘‘The Juggleress,’’ is a spirited and brilliant little rondo that exemplifies this composet’s 
characteristics: a captivating, melodious freshness, a certain crispness and precision of touch, piquant 
and engaging rhythm, and striking and effective harmony. 

When Josef Hofmann plays such an elusive will-o’-the-wisp sort of piece, it becomes as luminous 
and as entrancing as the phosphorescence on a summer sea. Here is virtuosity raised to the mth power | 
and transmitting beauty, because imbued with splendid art and dominated by musical intelligenes of 
the highest order. 


KALEIDOSCOPE, Op. 40, No.4 . . . .  ... Josef Hofmann 6845-ammeOO 


Hapery named is this brilliant and fascinating masterpiece of Mr. Hofmann’s own composition. 
It is a veritable Kaleidoscope of flashing tonal colors of prismatic brightness, vividness, and clear 
purity; and these shafts and shapes of many hued brilliance are deployed, combined, dissolved and re- 
combined in a succession of harmonic patterns of absorbing interest and captivating beauty. 

In thus opening the treasures of the pianist-composer’s color box, he has arranged and displayed 
them with an amplitude of fancy and a fertility of invention that bring forth novel, engrossing, and 
delightful results. Melodic, harmonic and rhythmic materials are handled with masterly skill, per- 
suasive grace, and dazzling power, and, needless to say, with the completest command of the finest 
and most characteristic effects of the piano. 


MELODIE . . . . . « «. « . «* . Gluck-Ssambati (G5e0=eenoO 


Tae Melodie—a song of heavenly loveliness, here simply harmonized by the Italian composer- 
pianist Giovanni Sgambati, who has provided with rare skill, deftness and tact an accompaniment 
in keeping with its classical purity and simplicity—is one of the most celebrated airs from ‘‘Orpheus 
and Euridice,’’ Gluck’s first opera in his ‘‘reforming’’ style and a work that constituted the founda- 
tion of the modern school of opera. The work had its first performance on October 5, 1762, in the 
Imperial Theater in Vienna, and formed, as William F. Apthorp says, ‘“‘the first cannon-shot of the 
new Revolution.” Its libretto retold very simply the old Greek story of Orpheus, who braved the 
terrors of Hades in order to bring back his beloved Euridice to earth. 


MELODY IN F, Op. 3, No.1. . . . «. Anton Gregor Rubinstein 6099550n3.50 


Tas extremely clever little piece, built upon a simple and pretty melody, is one of the most im- 
mensely popular compositions in the whole range of pianoforte music. It consists almost entirely in 
short eight-measure phrases of melody, so often repeated that not even the dullest listener could fail 
to know them at last. The piece is laid out like an old fashioned formal garden, with its box hedges 
and straight paths, each the same number of paces long. Its effectiveness on the piano, nevertheless, 
is undeniable, and it is so idiomatic that pianists themselves class it among the most ‘‘grateful’’ of 
pieces to the player. Here Josef Hofmann has recorded an individualistic and a movingly beautiful 
interpretation of it. He was Rubinstein’s own pupil, it will be remembered, and he plays this Melody 
in F as no one else plays it. 
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NOCTURNE IN D-FLAT, Or. 27, No.2 . . Frederic Francois Chopin 6573-4 3.00 


4; osEF Hormann has here recorded with his inimitable art an exquisitely beautiful interpretation of 
one of the best known and most widely popular of Chopin’s twenty Nocturnes—that in D-flat, 
grouped with its companion in the sombre key of C-sharp minor as Opus 27, and published in 1836. 
Agreeing with Karasoyski that it has ‘‘a profusion of delicate floriture,’’ James Huneker points out 
that this Nocturne ‘‘really contains but one subject, and is a song of the sweet summer of two souls, 
for there is obvious meaning in the duality of voices. Often heard in the concert room, this Nocturne 
gives us a surfeit of sixths and thirds of elaborate ornamentation and a monotone of mood. Yet it is a 
lovely, imploring melody, and harmonically most interesting.”’ 


NOCTURNE (Complaint), From “‘Mignonettes’” . . Josef Hofmann 6696-5 3.25 


Micwnonzrres”’ is the collective title of a group of piano pieces published by Mr. Hofmann in 
1923. But this ‘‘Nocturne (Complaint)’’ was composed several years earlier. It is a Nocturne in form 
as well as in the spirit of night and its soft mysteries—with a lovely melody that sings itself to an 
appropriately simple harmonic accompaniment. 

Mr. Hofmann, it goes without saying, has played this charming piece with authoritative 
mastery and with all of his surpassing pianistic art. To possess this flawless Duo-Art reproduction of 
his playing enables one to give one’s friends that rare and great pleasure of hearing one of the greatest 
of living pianists play a composition of his own. 


POLONAISE IN A MAJOR (The ‘‘Military’’), Or. 40, No. 1 
Frederic Francois Chopin 6720-6 3.50 


Slants is the most celebrated and the most often played, as well as the most muscular of all of Chopin’s 
compositions. It is dedicated to his early friend and pupil Julius Fontana, and was published in 1840. 
It is permeated with an abounding vigor, a splendid onrush and impetus. In the bright key of A 
Major, with a grandiose and energetic middle section in D Major, diatonic in melody and restlessly 
animated in rhythm, it is full of health and fresh air and has the martial and festive brilliance of a 
military pageant. 

Josef Hofmann’s playing of this Polonaise is a soul-stirring performance. Himself a native of 
Poland, he plays it triumphantly, conveying all its power, splendor and courage. 


POLONAISE IN A-FLAT, Op. 53 C‘Heroic’’) Frederic Francois Chopin 6550-5 3.25 


Araovc Chopin was not physically robust, he had the soul of a lion. Allied to the most exquisite 
poetic sensibilities there was in him another nature, fiery, implacable. He loved Poland; he hated her 
oppressors, and he idealized his country and her wrongs in much of his music. And all this is exem- 
plified in this powerful battle tableau, the ‘‘Heroic Polonaise.’’ James Huneker wrote of it: 

“Tt is, as Kleczynski writes, ‘the type of a war song.’ Named the Heroique, one hears in it 
Ehlert’s‘ ring of Damascene blade and silver spur.’ There is imaginative splendor in this thrilling 
work, with its thunder of horses’ hoofs and fierce challengings. What fire, what sword thrusts and 
smoke and clash of mortal conflict! Here is no physical presentation, but an objective picture of 
battle, of concrete contours, and with a cleaving brilliancy that excites the blood to boiling pitch. 
That Chopin ever played it as intended is incredible; none but the heroes of the keyboard may grasp 
its dense chordal masses, its fiery projectiles of tone.”’ 

Josef Hofmann is one of the “‘heroes of the keyboard,’’ who has both the requisite power to play 
this thrilling work with all the virility the composer intended and the art to present it euphoniously 
and beautifully. His Duo-Art Record of it is the perfect reproduction of a masterly performance that 
is at once fiery, impassioned, noble and poetic. 


PRELUDE IN C-SHARP MINOR, Op. 3, No. 2 
Sergei Vassilievitch Rachmaninoff 6525-8 4.00 


Pt NiNorr’s Opus 3, published soon after he left the Moscow Conservatory in 1892, comprised 
five ‘‘Morceaux de fantaisie,’’ the second of which, this Prelude, immediately won local popularity. 
At first known by the descriptive title of ‘‘The Bells of Moscow,’ a title which probably indicates 
the origin of its inspiration, its popularity rapidly spread throughout Russia, and then to the rest of 
the civilized world wherever it was heard, until today, wherever good music is known and appre- 
ciated it is perhaps the best known and the most popular piano piece in the classical style and tradi- 
tion by any living composer. 
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The main melody of the piece, richly harmonized and slow moving, almost ponderous, in great 

crashing chords, is reminiscent of low-toned, booming chimes, heard first near at hand and then 

echoing in the distance. A restless interlude, of rushing rapidity, charged with new melodic and 

dramatic interest, provides a fine and effective contrast. Then there is a return to the “‘grand man- 

ner,’’ and after a repetition of the main theme the slow sounding of a great bass chord like the 
tolling of a deep-toned bell produces an impressive conclusion. 


PRELUDE IN G MINOR, Op. 23, No. 5 Serget Vassilievich Rachmaninoff 6229-8 4.00 


Rupwry gaining in public favor on the same composer's earlier Prelude in C-sharp minor Gwhich 
has long enjoyed world-wide popularity among music lovers), this Prelude in G Minor is a highly 
individualistic work of rich and puissant imagination, compelling power and fresh, new, musical 
beauty. Its very beginning grips the attention of every hearer with its enunciation of a sturdy mar- 
tial theme in sharply cut, steady and powerful rhythm, rapidly mounting to magnificent outbursts of 
sound. In sudden and vivid contrast comes a comparatively simple middle section made up of a 
melody of the Russian folksong type, but characterized by a strange intensity, and a rather slow- 
moving accompaniment. In turn this is followed by a return of the march with renewed power and 
pomp and insistent rhythmic swing, and the piece ends in a burst of tonal splendor. 


POEME, Ge. 32; Nov 1 eS V7 Alexander Nikolaevich Scriabin 6383-6 3.50 


Wee beautiful Poeme here recorded by Mr. Hofmann belongs to what Professor Hull calls this com- 

poser’s transition period, before he had espoused futurism and the new harmonic style based on what 

Scriabin himself termed ‘‘mystic chords.’ By the title ‘‘ Poeme’’ Scriabin evidently meant to indicate a 

poetical piece longer than a short Prelude or a miniature, and one having greater diversity of struc- 

ture. This was the first of several piano pieces for which its composer considered this title the best” 
characterization. Its poetic conception and remarkably fine workmanship together with its origi- 

nality have the impress of a significant new talent in music, and its softly breathed melody and ex- 

quisitely delicate harmonic accompaniment make instant appeal to the music lover sensitive to 

beauty even in unfamiliar modulations. 


RONDO CAPRICCIOSO, Op. 14 .  « « Felix Mendelssohn-Bartholdy 6119-8 4.00 


W ourw you be transported to Fairyland for ten minutes—lose yourself, and all thought of whether 
it was ten minutes or ten hours, in a rapturous Nirvana of tonal poetry? Then listen to Hofmann’s 
playing of the Rondo Capriccioso. Familiar as this old Rondo of Mendelssohn’s is to all music lovers, 
in Hofmann’s inspired interpretation it takes on a new beauty and a fresh delight. The fairies who 
presided over the birth of Felix and accompanied him through life come back to earth again in this 
lovely work and trippingly dance down moonlit glades. A veritable Ballet of Sylphs and Elves Mr. 
Hofmann makes it. 


RONDO A CAPRICCIO, Op. 129 C Anger Over the Loss) of a) Penny, 
Vented in a Caprice’) . . . «. «. Ludwig van Beethoven 6610-4985.00 


Siz Grorce Grove, in his classical essay on Beethoven, points out in a few paragraphs of keen 
analysis what may be called the paradox of Beethoven—the sharp contrast, namely, between the 
passionate perversity of his character and the perfect self-mastery and constructive power revealed in 
his music. 

The paradox is indeed a fascinating one, and it is strikingly illustrated in this Rondo a Capriccio, 
of which Mr. Hofmann has here recorded a masterly and a captivating performance.The piece is par- 
ticularly interesting by reason of its intimate and personal touch. It was composed in 1822—only five 
years before Beethoven died. Listening to it, one may picture the master wildly searching his room 
for the lost groschen, upsetting various articles of furniture, turning the whole place topsyturvy, fly- 
ing into one of his violent rages over his failure to find the coin, and then, suddenly seeing the ab- 
surdity of making a fuss about so small a thing, ‘‘venting it in a caprice’’ for the piano, giving free 
vein to his keen sense of humor. 


(OS DSTI NA a Gee) eo ee Pe . Michel Dvorsky 6513-4 3.00 


“ ; 
Mocuex Dvorsxy” is the pseudonym under which a few years ago Josef Hofmann published several 
of his original compositions. 

“The Sanctuary’’ is one of the most beautiful and effective of these ‘‘Dvorsky’’ compositions. 
It is the last of a set of three ‘‘Impressions for Piano,’’ and was inspired by a chime of sweet-toned 
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bells which for several years hung in the hall of the pianist’s home. The piece begins with these five 

bell tones sounded singly in leisurely succession and then repeated in an inverted echo, pianissimo. 
Following this summons the hearer is plunged at once into the main section of the work, in which a 
rising and soaring melody of novel contour and expressive beauty of exaltation is intoned to an ac- 
companiment of rushing arpeggios, the whole being woven into a rich and colorful harmonic tex- 
ture. The end is a repetition of the succession of simple bell tones with which the piece began. 

Mr. Hofmann has played this delightful piece of course with authoritative mastery as well as 
with all of his surpassing pianistic art, and this flawless Duo-Art reproduction of his playing pos- 
sesses extraordinary interest and beauty. Besides being the first record-roll by Joself Hofmann of one 
of his own compositions, it is also the first music-roll ever issued in which both full and half-pedal 
effects have been achieved. Half-pedal effects constitute a unique development of the Duo-Art and 
create a wonderful transparency of tone which adds greatly to the charm of such a piece as ‘The 
Sanctuary.” 


SCHERZO IN B MINOR, Op. 20 . . . . Frederic Francois Chopin 6992-6 3.50 


Crorm gave the name ‘‘Scherzo’’ to four of his greatest, most intense and impassioned works. 
Why, no man knows. The type as illustrated by Beethoven and Mendelssohn had no meaning for 
him. 

“The first Scherzo,’’ says Huneker, ‘‘is a fair model. There are a few bars of introduction—the 
porch, as Niecks would call it—a principal subject, a trio, a short working-out section, a skilful re- 
turn to the opening theme, and an elaborate coda. This B Minor Scherzo has the acid note of sorrow 
and revolt, yet the complex figuration never wavers. The walls stand firm despite the hurricane blow- 
ing through and around them. Ehlert finds this Scherzo tornadic. The first pages are filled with 
wrathful sounds, there is much tossing of hands and cries to heaven, calling down its fire and brim- 
stone. A climax mounts to a fine frenzy until the lyric intermezzo in B is reached. Here love chants 
with honeyed tongues. The widely dispersed figure of the melody has an entrancing tenderness. But 
peace does not long prevail against the powers of Eblis, and infernal is the Wilde Jagd of the finale. 
After shrillest of dissonances, a chromatic uproar pilots the doomed one across this desperate Styx.”’ 


SCHERZO IN B-FLAT MINOR, Op. 31 . . = Frederic Francois Chopin 6118-0 4.50 


Cuorm,”’ says James Huneker, “‘practically built up a new musical structure, boldly called it a 
Scherzo, and poured into its elastic mold most disturbing and incomparable music. This second of 
the four pieces to which the composer gave this title is more popular than any of the others—and 
easier to understand. It begins with the challenge of a thunderclap. We are conscious that tragedy 
impends, that after the prologue may follow fast catastrophe. Yet it is not feared, with all the por- 
tentous thunder of its index. Nor are we deceived. A melody of winning distinction unrolls before us. 
It has a noble tone, is of a noble type. Without relaxing pace it passes and drops like a thunderbolt 
into the bowels of the earth. Again the story is told, and tarrying not at all we are led to a most de- 
lectable spot in the key of A Major. This trio is marked by genius. Cananything bemore bewitching 
than the episode in C-sharp minor merging into E Major, with the overflow at the close? The fantasy 
is notable for variety of tonality, freedom in rhythmical incidents and genuine power. The coda is 
dizzy and overwhelming. For Schumann this Scherzo is Byronic in tenderness and boldness. Kara- 
soyski speaks of its Shakespearian humor, and indeed it is a very human and lovable piece of art.”’ 

Chopin was a Pole, and this Scherzo is not lacking in those national characteristics which dis- 
tinguish most of his works. Josef Hofmann is a Pole, and in his playing of this music the surging fire 
of elemental passion alternates with divine tenderness, delicacy and beauty, Could Chopin himself 
hear this interpretation how his heart would leap for joy! 


SONATA QUASI FANTASIA IN C-SHARP MINOR, Op. 27, No. 2 
C Moonlight’) . . . . °. . Ludwig van Beethoven 


Beeeeigvement:..\carvio;sostenuto, 5 . = ... «+ ~~. , §101-6 3.50 
Mere Min vcmeat se ectettO ues a in lis <p es cs ee) oe yy 6102-6; 3.50 
Third Movement: Presto agitato ed ee eg co ee OLO 3-6 4.00) 


lies notion has gone round the world that this so called ‘“‘Moonlight’’ Sonata was a musical love 
poem addressed by its author to the Countess Giulietta Guicciardi. Beethoven assuredly did have a 
tender feeling for that notorious little coquette who was for a time among his pupils, but the legend 
of the sonata has no foundation in truth. The epithet ‘“‘Moonlight’’ seems to have been bestowed 
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upon it by Heinrich Rellstab, a celebrated Berlin critic, who compared the first movement of the 
sonata to a boat rocking on the waves of Lucerne on a moonlit evening. 

Rubinstein refused to accept ‘‘Moonlight’’ as a characteristic title, because, though the sonata 
is nominally in a minor key, its music is predominantly major, and he was glad that Beethoven was 
not responsible for the epithet. 

But the title matters not—the rose by any other name would smell as sweet. It is its ineffable 
music that has made this the best loved of Beethoven’s many sonatas. 


SONATA IN B-FLAT MINOR, Op. 35 . . Frederic Francois Chopin 
First Movement: Grave; Doppio movimento . . . . =) 623Gsqmmens@ 
Second Movement: Scherzo . . ; . 6258268 °3.50 


Third Movement: Marche Funébre; ei pata Movene Tt Presto 62772 ommeae 50 


"Trees has been almost as much controversy among musical commentators over Chopin’s Sonatas 
as over Wagner’s music dramas. But however much the pedants protest against classifying them as 
sonatas matters not at all; they contain glorious music. James Huneker writes of this one: 

“The B-flat minor Sonata was published May, 1840. Two movements ate masterpieces; the 
Funeral March that forms the third movement is one of the Pole’s most popular compositions, while 
the finale has no parallel in piano music. Schumann says that Chopin here ‘bound together four of 
his maddest children,’ and he is not astray. The work never could be spared. It is Chopin mounted 
for action and in the thick of the fight. The doppio movimento is pulse-stirring—a strong, curt and 
characteristic theme for treatment. Here is power; and the expanding prolog flashes more than a hint 
of the tragic. The D-flat melody is soothing, charged with magnetism, and urged to a splendid fever 
of climax. 

‘The Scherzo is simply unapproachable, and has no equal for lucidity, brevity and polish — 
among the works of Chopin, except the Scherzo in C-sharp minor; but there is less irony, more mus- 
cularity, and more native sweetness in this B-flat minor Scherzo. And in what a wild country we are 
landed when the F-sharp minor is crashed out! Stormy chromatic double notes, chords of the sixth, 
rush on with incredible fury, and the scherzo ends on the very apex of passion. A Trio in G-flat is 
the song of songs, its swaying rhythms and phrase-echoings investing a melody at once sensuous 
and chaste. The second part and the return of the scherzo are proofs of the composer’s sense of 
balance and knowledge of the mysteries of anticipation. The closest parallelisms are noticeable, the 
technic so admirable that the scherzo floats in mid-air—Flaubert’s ideal of a miraculous style.”’ 

The Funeral March, which was composed before the rest of the Sonata and which, Huneker 
thinks, “‘when isolated has a much more profound effect than in its normal sequence,”’ is the best 
known and most widely appreciated of all of Chopin’s pieces. Liszt spoke of it with particular dis- 
tinction and grew justly eloquent over it. 

Of the following and final movement Huneker says: ‘‘The Presto is too wonderful for words. 
Rubinstein, or was it originally Tausig who named it ‘Night winds sweeping over the churchyard 
graves’? Its agitated whirring, unharmonized triplets are strangely disquieting, and can never be 
mistaken for mere étude passage work. The movement is too sombre, its curves too full of half- 
suppressed meanings, its rush and sub-human growling too expressive of something that defies 
definition.”’ 


SOARING (Aufschwung), Op. 12, No.2. . . «. Robert Schumann 6665-6 3.50 


Mize is one of the finest, most loftily poetical of the eight Fantasiestiicke (Fantasy-Pieces) making 
up Schumann’s Opus 12, the contents of which, like several other works belonging to his early 
period, bear the impress of having originated in the personal experiences of Schumann's life. This 
particular piece embodies so clearly, succintly, and completely, indeed so exclusively, the idea con- 
veyed by its title that it cannot possibly be mistaken for anything else but the happy soaring of a 
poetic soul into the Empyrean. And as the composer-poet soars, he sings. 

In his wonderful Duo-Art Record of the piece, Mr. Hofmann has captured its very spirit and 
given it forth again with magical mastery; has, indeed, borrowed the composer’s own wings, and on 
them soaring aloft has sung with the delicious lyric note of the skylark. 


SPRING SONG, Op. 62, No. 6 C‘Songs Without Words,’’ No. 30) 
Felix Mendelssohn-Bartholdy 68740 2.50 


Herz is the best known and best loved piano piece ever written, played with the superb art of one 
of the greatest of ay pianists, and the record-roll is a treasure of delight. This piece has come to be 
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known the world around as ‘‘the’’ Spring Song. Composers of other spring songs have to be named 
to distinguish their pieces, but millions who know almost no other of the world’s best music know 
Mendelssohn's ‘‘Spring Song”’ as a familiar friend, and welcome its simple but delicately subtle and 
heart-touching strains with joyous acclaim. 

Mendelssohn composed this immortal little piece in the spring of 1842, on his seventh visit to 
England, while staying with his wife’s relatives, the Beneckes, at their home in the London suburb 
of Camberwell; and for many years throughout England @where Mendelssohn was long the most 
highly esteemed of composers) it was called ‘‘Camberwell Green,’’ although in Germany from the 
day of its publication it was known as Friihlingslied. It was issued as the final number of the Fifth 
Book of ‘‘Songs Without Words,’’ which was dedicated to Clara Schumann. 


Wegeeeeeeieevencziace Napoli) . .  . . =. *.. Franz Liszt 6375-6 3.50 


A Sours Italian dance, taking its name from Taranto, in the very ‘‘heel’’ of the Peninsula, the 
Tarantella was generally danced by a man and a woman (though sometimes by two women alone) 
and gained a curious fictitious interest from the idea that the continuous exercise of dancing it was 
the only cure for a strange kind of insanity, or hysteria, attributed to the effects of the bite of the 
Tarantula, largest of European spiders. The music of the dance is in 6-8 time, played at continually 
increasing speed, with irregular alternations of minor and major. 

This most famous example in modern music of the old dance form was included by Liszt among 
the supplementary pieces to the Italian section of his ‘‘Years of Pilgrimage.’’ It is an animated tonal 
picture, a brilliant and coruscating virtuoso piece, of compelling effectiveness and wonder when 
played as Josef Hofmann plays it. 


TROISIEME ETUDE DE CONCERT, Op. 103 . . Constantin Sternberg 6507-6 3.50 


ee Third Concert Study (Mr. Sternberg has composed four pieces of this character and title) is a 
fine example alike of his individualistic utterance, of his inventive resourcefulness in creating original 
and appealingly beautiful themes, of his skill in the building of harmonic structures that are at once 
sturdy and fine, of his keen rhythmic sense, of his sure command of the pianoforte idiom. It is, in 
short, as its title indicates, a concert piece for the virtuoso—and one of much brilliance, verve and 
variety—a beautiful and fascinating bit of music for its own sake, written without any ulterior 
purpose whatever. It elucidates no program, illustrates no story, propounds no riddle and no prob- 
lem. At first one might think it, perhaps, a tripping dance of fairy folk, so dainty is its airy grace; 
but anon it swells and rises to a climax of sonorous and thrilling power quite beyond the strength of 
any family of fays. 


TURKISH MARCH, FROM ‘“‘The Ruins of Athens,’’ Op. 113 
(Transcription by Anton Rubinstein) Ludwig van Beethoven 6327-8 4.00 


3 Rutns or AtHENs’’ was a dramatic allegory by the German poet Kotzebue, for which Bee- 
thoven in 1811 composed an overture and eight incidental numbers for chorus and orchestra. One of 
the most stirring and effective of these was the Turkish March, which so appealed to the great 
pianist Rubinstein that he made this clever and brilliant pianoforte transcription and with it aroused 
his audiences to frenzied demonstrations of delight. 

The Turkish March is comparatively simple in construction, Oriental in character, with an in- 
cisive rhythmic beat, and peculiarly picturesque in effect. This effectiveness is enhanced by its simu- 
lation of the approach and passing of a martial troop—beginning softly, then working up gradually 
to a resounding fortissimo as the soldiers pass by, and finally diminishing to a pianissimo as they re- 
cede into the distance. With his consummate skill, Rubinstein utilized these effects to the utmost. 
Since his day many pianists have played his transcription, and played it so often as to make it almost 
hackneyed. But no other plays it as Josef Hofmann does. 


VALSE IN A-FLAT, Op. 34, No. 1 ; : Frederic Francois Chopin 7085-4 3.00 


Onz of the most popular of Chopin’s fifteen Valses and a perennial delight is this A-flat Valse, 
here recorded with magical mastery by Josef Hofmann. Naming it a true dance poem, Prof. Niecks 
exclaims: ‘‘How brisk the introductory bars of this vivacious Valse! And what a striking mani- 
festation of the spirit of that dance all that follows! We feel the whirling motions; and when at the 
seventeenth bar of the second part, the quaver figure enters, we think we sce the flowing dresses 
sweeping ‘round. Again what vigor in the third part, and how coaxingly tender the fourth. And 
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lastly, the brilliant conclusion, the quavers intertwined with triplets.’’ While ranking among the 
most brilliant and sparkling of all the Chopin Valses, it is more genuinely inspired, more poetical 
in content, than some of his earlier pieces in this form. 


VALSE IN A-FLAT, Op. 42. . . . «~~ # Frederic Frangois Chopin 6401-6 3.50 


Nor improvised in the ballroom, yet a marvelous epitome is the A-flat Valse, Op. 42, published 
July, 1840,’’ says James Huneker of this captivating piece. “It is the best rounded specimen of 
Chopin's experimenting with the form. The prolonged trill on E-flat, summoning us to the ball- 
room, the suggestive intermingling of rhythms, duple and triple, the coquetry, hesitation, passion- 
ate avowal and the superb coda, with its echoes of evening—have not these episodes a charm be- 
yond compare? Only Schumann in certain pages of his ‘Carnaval’ seizes the secret of young life and 
love, but his is not so finished, so glowing a tableau.” 


VALSE IN C-SHARP MINOR, Op. 64, No. 2. . = Frederic Francois Chopin 6073-8 4.00 


Gaon composed fifteen Valses, and Schumann declared that the dancers of them shou!d be at least 
countesses. Ehlert said that they are dances of the soul and not of the body. A poetic exaggeration, 
for these Valses are the most objective of Chopin’s works. 

Most poetic of the whole fifteen, the commentators are agreed, is this Valse in C-sharp minor, 
which, grouped with its two companions to form Opus 64, was published in September, 1847, two 
years before the composer died. Of this Valse James Huneker wrote: 

‘The first theme has never been excelled by Chopin for a species of veiled melancholy. It is a 
fascinating, lyrical sorrow, and what Kullak calls the psychologic motivation of the first theme in 
the curving figure of the second does not relax the spell. A space of clearer skies, warmer, more con- 
soling winds are in the D-flat interlude, but the spirit of unrest, ennui returns. The elegiac imprint 
is unmistakable in this soul dance.”’ 


VALSE CAPRICE IN E-FLAT . : ; : Anton Gregor Rubinstetn 6561-5 3.25 


Ihe fluent, lilting melody, its rich harmonization, its ingratiating rhythms, its dashing brilliance 
and variety, its swinging, infectious gaiety, made this Valse Caprice a great public favorite in 
Rubinstein’s own day, and with it that Titanic pianist used to carry his audiences by storm. It is a 
brilliant and captivating piece of music, and here Josef Hofmann has set forth with his inimitable 
mastery all its melodic and rhythmic grace, scintillating bravura, dash and fire. 


VALSE PHANTASTIQUE.. . . . . +. « Edna Beniz Woods (Gyno 


le lsas is a brilliant and fascinating novelty in a thoroughly modern and individualistic piano style 
by the young American composer, Mrs. Edna Bentz Woods, a richly gifted pupil of the late Ferruccio 
Busoni. It is a concert piece in waltz time, not a waltz for dancing, is constructed on a large plan, and 
is highly imaginative as well as ‘‘fantastic.”’ 

Its original, clever, and appealingly novel and pretty melody is set, with remarkable skill, sure- 
ness and effectiveness, to a rich harmonic accompaniment of great variety and subtle differentiation. 
There are novel progressions, hints of the whole-tone scale, new, strange harmonic combinations 
and other very modern touches that hold the listener’s interest unflagging to the end. And the whole 
piece has a rhythmic verve and swing that is fairly bewitching. 


WALDESRAUSCHEN (Murmuring Woods) CONCERT ETUDE, No. 1 
Franz Liszt 6708-4 3.00 


Liszt's unique art of blending in a piano piece brilliant technical display with highly characteristic 
and poetic tone painting is conspicuously exemplified in this wonderful “‘Murmuring Woods,’ 
which transmutes the very life and spirit of an enchanted forest into a dissolving series of beautiful 
and enchanting tonal pictures. It spins a shimmering web of delicious sound that fairly intoxicates 
the listening ear—and, ‘‘when silence resumes her reign,’’ causes one to marvel anew at the genius of 
this magician of the keyboard. 

‘“‘Murmuring Woods’’ was composed at Weimar in 1862, and was dedicated to Dionys Pruckner, 
a distinguished pianist who was born at Munich in 1834, and died at Heidelberg in 1896 and who had 
studied with Liszt at Weimar from 1852 to 1856. 

Mr. Hofmann has played it superbly, revealing its poetry and weaving anew in this superfine 
Duo-Art Roll its spell of enchantment. He is so far beyond all limitations imposed by the technic of 
his instrument that his imagination is unfettered in delivering the music’s true message. 
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AROLD BAUER was born at New Malden, near London, England, in 1873. His 
H parents were musical, his father being an amateur violinist of ability, and it was asa 
violinist that the boy made his first public appearance, at the age of ten, in London. 
Thereafter he made several tours of England, with flattering success. Graham Moore, an 
English pianist, gave him some ideas of the technic of piano playing, and introduced him 
to Paderewski, who advised him to go to Paris and complete his violin studies with Gorski. 


In Paris he was heard on the piano by Lamoureux, who advised him to study that in- 
strument for a public career. His first opportunity was the offer of a long tour in Russia as 
accompanist for a singer. In several of the towns visited, Bauer played an occasional piano 
solo. Back in Paris, he devoted himself assiduously to the piano. In the course of the next 
few years, by dint of hard work, he rose toa place in the front rank of contemporary pianists. 
He has toured both Europe and America many times, and today his reputation as a great 
virtuoso and an interpreting artist of rare lyric charm is world-wide. 


Mr. Bauer records his interpretations only for the Duo-Art Piano. 


Duo-Art. Records by Harold Bauer 


AWieeieNeAIMEE, Op. 59, No.2 . . . . «. Eduard Schuett 6986-4 3.CO 


A La Bren Armee” (‘‘To the Well-Beloved’’) is one of the most beautiful and most fascinating con- 
cert waltzes that have appeared since the days of Chopin, and is deservedly a great favorite wherever 
it is played. As originally published, its composer gave it the sub-title: ‘Souvenir Viennois,”’ and it 
is a genuine Viennese waltz, abounding in the peculiar and typical Viennese grace and swing. Here, 
Mr. Bauer has recorded a masterly performance of this charming work. 


ALBUM FOR THE YOUNG, Op. 68: Merry Farmer, Hunting Song, 
Poor Orphan, Knight Rupert ee Rovers Schumann 6251-5. 3.25 


\ 


ANDANTE CANTABILE, From String Quartet, No. 1, in D, Op. 11 
Arranged and Played by Harold Bauer . Peter [lich Tchaikovsky 6717-4 3.00 


Ons day in the summer of 1869, while Tchaikovsky (then twenty-nine years old) was ostensibly on 
vacation at the village of Kamenka, but actually was busily engaged in orchestrating his second 
opera, “Undine,” he heard a peasant workman singing a Russian folk-song outside his window. The 
fellow sang it again and again as if he knew no other song, and its plaintive melody so impressed 
Tchaikovsky that he wrote it down. Back in Moscow, nearly two years later, he utilized it as the 
basis for the lovely Andante Cantabile of his first String Quartet, composed in February, 1871, espe- 
cially for the concert of his compositions given on March 28 of that year. 

It is a simple, naive theme, harmonized with the commonest chords. It is, however, well 
adapted for that freely imitative treatment, or repetition in all the voices, of the main idea, which 
is peculiarly natural to the string quartet idiom. Throughout a good part of the movement, the 
mournful insistence of a curious sighing figure in the lower voice (representing the ‘cello in the 
original Quartet), treated as a ‘‘basso ostinato,’ together with the graceful yearning of the violin 
theme as a foil, is thoroughly characteristic of Tchaikovsky’s individual style. 

This Andante Cantabile is one of the most beautiful and also one of the most popular things in 
all Russian music. When Tolstoi heard it for the first time he burst into tears, and the composer 
wrote in his diary: 

‘Never in the whole course of my life did I feel so flattered, never so proud of my creative power, 
as when Leo Tolstoi, sitting by my side, listened to my Andante while the tears streamed down his 
faces? 

Mr. Bauer has arranged it for the piano very skilfully and has played it beautifully. 
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BARBERINI’S MINUET (From Eighteenth Century Tunes) Harold Bauer 6820-4 3.00 


ike Minuet originated in France, and its name is derived from the French menu (small), and 
refers to the short steps of the dance. The exact date of its invention is not known. According to some 
authorities it came originally from the province of Poitou, but others hold that the first minuet was 
composed by Jean-Baptiste de Lully (1632-1687), the founder of French grand opera. From France, 
this form of dance spread rapidly to other lands and as early as 1683 began to appear in musical publi- 
cations in England, where it was the most popular of all dances, throughout most of the eighteenth 
century, enjoying Court patronage from about 1730 to 1770, a special minuet being composed each 
year for the celebration of the King’s birthday. Minuets were in great favor for flute and fiddle 
pieces, and the old dancing masters were wont to carry about with them little pocket volumes of 
minuet tunes, which they fiddled (when they were able) as they danced. 

Barberini was such a dancing master, and in this charming piece named in his honor Harold 
Bauer has caught the very spirit of the antique dance and composed a Minuet that is fairly bewitch- 
ing in its old-time tunefulness, pretty quaintness, and courtly grace. 


CANZONETTA (From String Quartet in E-flat), Op. 12 
(Arranged and Played by Harold Bauer) Felix Mendelssohn-Bartholdy 510-4 3.00 


AG ITs name indicates, a Canzonetta is a short song of a light and airy character, or a little instru- 
mental piece written in more or less strict imitation of such songs. The word is Italian, of course, and 
originally meant a smaller form of Canzona, the name of a particular variety of lyric poetry in the 
Italian style, and of Provencal origin, which closely resembled the madrigal. The term Canzona in 
music is applied to a musical setting of the words of a canzona, and also to an instrumental piece in 
imitation thereof. Bach and Purcell wrote instrumental canzonas. Haydn composed some charming 
canzonettas to words. 

Mendelssohn tried his hand at the form early in his career, for this Canzonetta is the second 
movement of his first String Quartet, composed in 1829 when he was only twenty years old, and a 
lovely bit of music he made of it. The fairies, his familiars, seem to have inspired him here, for the 
piece is bright, and tripping, and dainty, and of bewitching felicity throughout. 

Mr. Bauer has made a fine piano arrangement of it and has played it poetically and delightfully. 


CHANSON D’AVRIL (Spring Song) . . . .  .. Biget-Buonamici 6098-4 3.00 


BLGRE example of Harold Bauer's masterly pianism is embodied in this record of a comparatively 
little-known Spring Song (or “‘Song of April’’ to translate literally its French title) by Georges 
Bizet, the composer of *‘Carmen,”’ in a skilful and beautiful pianoforte transcription by Giuseppe 
Buonamici. The piece is of the sort that makes instant appeal to every hearer, by reason of its rich 
and lovely melody—a rising, swelling melody that sings itself with impassioned ardor against a 
swaying accompaniment that provides for it the most appropriate background. 


CONCERTO IN G MINOR (Second), Op. 22 Charles Camille Saint-Saéns 
(With Orchestral Accompaniment adapted and added by Harold Bauer) 


First Movement: Andante sostenuto . ; ; ; ; ' in 95574). 00 
BeeomcsMovement: Allegtoscherzando . . . . . . 5963-4 3.00 
Third Movement: Presto : ; : } : 4 , : » 5973-4 3.00 


Samt-Saiins Second Concerto for Piano arid Orchestra was composed in 1868, and was played for 
the first time on December 13th of that year at a concert in Paris, with the composer himself at the 
piano. It has maintained its position ever since as one of the most popular as well as one of the most 
important concertos in the modern repertory of the concert pianist. A magnificent work, conceived 
in the classical tradition, it radiates sweetness and light, and at the same time is permeated with a 
rugged individuality. 

The first movement is not in the symphonic form usual in first movements of concertos, but, as its 
designation Andante sostenuto indicates, is the slow movement of the work. 

The second movement corresponds to a scherzo in character, though its form is that usually 
employed for a first movement in symphonic works. Its musical ingredients are rather simple; a 
nimble first theme in short notes, played staccato; and, as a contrasting second motive, a melodic 
phrase of delicious lilting sweetness, which is sung against a sort of guitar accompaniment with a 
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most peculiar rhythm. But these elements are developed with the mastery of genius, through per- 
mutations and combinations of almost necromantic cleverness and dexterity, into a glowing texture 
of magical euphony, in which the pattern shines with refulgent light. 

The main theme of the third movement 1s like a dashing Saltarello. Its bewitching brightness, 
rapidity, and joyous gaiety irresistibly sweep the hearer into its whirling, swirling movement, and 
carry him spellbound to the end. 

Mr. Bauer has adapted and added the orchestral parts with musicianly skill; and has played the 
score, thus increased in complexity and difficulty, with consummate mastery. 


DOLCE FAR NIENTE (Gondoliers’ Songs of Old Venice), Tunes from the 


Eighteenth Century, No. 5 : : : Harold Bauer 70390 2.50 
Hazoxp Bauer’s fitst group of four piano pieces based on ““Tunes from the Eighteenth Century”’ 
(namely: ‘‘Barberini’s Minuet,’’ ‘‘Ye Sweet Retreat,’’ “‘Motley,’’ and ‘‘Flourish’’—all of which 


have been recorded for the Duo-Art Piano by Mr. Bauer himself) met with such a gratifying and 
well-deserved success among pianists and public alike that he added another to this list of delightful 
piano works. Whereas the preceding pieces were based for the most part on old English melodies, 
this time he has gone to old Venice for his basic material, and taking the melodies of certain typical 
and beautiful songs sung by the gondoliers, has provided a new harmonic setting and fashioned 
them into a thoroughly charming and idiomatic piano piece, to which he has given the appropriate 
Italian title ‘Dolce Far Niente’’ (Sweet Idleness). The smoothly flowing Italian melodies are ap- 
pealingly sweet and pretty, and they are displayed to good advantage against the new harmonic 
background of Mr. Bauer’s devising, which is nicely varied and as skilfully wrought as it is beautiful 
in texture. Interest is held also by effective variety in rhythm and dynamics. Mr. Bauer has played 
the piece with his customary artistic mastery. 


ETUDE IN B-FLAT, Op. 104, Book 2, No.1 = Felix Mendelssohn-Bartholdy 66140 2.50 


Mexpetecen’s perfection of form, marvelous clarity, purity, and unity of style, and above all his 
charming melodiousness are finely exemplified in this. beautiful Study—with its song-like and im- 
pressive melody and its accompaniment of glinting arpeggios—which, although not published until 
after his death, was composed in June, 1836, in the happy time of his courtship in Frankfort. 

Mr. Bauer has played it very beautifully, indeed; making a record-roll that is both poetic and 
virile, bright and sparkling, and permeated with irresistible charm. 


ETUDE IN C MINOR, Op. 10, No. 12 (Revolutionary Etude) 
Frederic Francois Chopin 5627-4 3.00 


lier. stupendous Etude was written at Stuttgart in September, 1831, ‘‘while under the excitement 
caused by the news of the taking of Warsaw by the Russians, on September 8, 1831.’’ Its four pages, 
in the sheet music, sufficed for a background upon which Chopin flung with overwhelming fury the 
darkest, the most demoniac expression of his nature. 


ETUDE, No..209 .)) 2 | 0p eee Paganini-Liszt 6005-4 3.00 


(Awoxa Liszt's transcriptions (pianoforte arrangements, or, rather, transmutations, as astonishing 
in number as in their contents) are six ‘‘Paganini Studies,’’ that is, transcendent translations into the 
pianoforte idiom of certain “‘Caprices’’ for the violin by Paganini. The Second of these Etudes, con- 
tained in the present roll, was based on an Andante in E-flat, No. 17 of Paganini’s ‘‘Twenty-four 
Caprices for Violin Alone,’’ which constituted the great violinist’s Opus No. 1. Scarcely a note was 
omitted by Liszt, but the passages were placed higher or lower and the runs given to either hand. 
The transcription is a marvel of ingenuity to the musical student who cares to compare it with the 
original Caprice, and it forms a most brilliant and highly effective piano solo. 


FANTAISIE IN F MINOR, Op. 49 . : : Frederic Francois Chopin 6266-6 3.50 


DE Brat this work ‘‘a masterpiece,’’ Professor Niecks exclaims: ‘‘Nothing more common than 
the name of Fantasia, here we have the thing! The music falls on our ears like the insuppressible 
outpouring of a being stirred to its heart's core, and full of immeasurable love and longing”’; and 
James Huncker unhesitatingly pronounces it the grandest of Chopin’s compositions. ‘“The F Minor 
Fantaisie,’ he says, ‘parades a formal beauty—not disfigured by an excess of violence, either per- 
sonal or patriotic, and its melodies, if restlessly melancholy, are of surprising nobility and dramatic 
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grandeur. Without including the Beethoven Sonatas, not strictly born of the instrument, I do not 

fear to maintain that this Fantaisie is one of the greatest of piano pieces. It is Titanic; the torso of 

some Faust-like dream, it is Chopin’s Faust. 

“The F Minor Fantaisie will mean many things to many people. Chopin has never before main- 
tained so artistically, so free from delirium, such a level of strong passion, mental power and exalted 
euphony. It is his largest canvas, and though there are no long-breathed periods such as in the B-flat 
minor Scherzo, the phraseology is amply broad, without padding of paragraphs. The rapt interest is 
not relaxed until the final bar. This transcendental work more nearly approaches Beethoven in its 
unity, its formal rectitude and its brave economy of thematic material.”’ 


-FANTAISIE-IMPROMPTU, Or. 66 . .  .  , Frederic Francois Chopin 6058-4 3.00 
FANTASIA IN C MINOR, No. 4 ; : . Wolfgang Amadeus Mozart 7073-4 3.00 


Composzp in 1785, Mozart’s 30th year, the C Minor Fantasia has been called his best representative 
work for the piano. Otto Jahn, in his life of Mozart, suggests that this Fantasia gives some idea of 
what Mozart's famous improvisations were like—‘‘outpourings that wandered into harmonies 
rich and strange.’’ Says an anonymous writer: ‘“The C Minor Fantasia is without definite form, but 
the return of the opening motive at the end gives it a logical balance. It divides itself into five or 
six sections. The tempo is not very fast in any of them, but there is an uneasy current of unrest 
running under the whole. It would be foolish to attempt an analysis of what may be its emotional 
content. It must remaiti, like his other work, mysterious and of secret origin. Perhaps the opening 
section and the brief part of it repeated at the end are the most impressive. The motive out of which 
they are built is of unfathomable significance; their harmonies rise and fall as slowly and mysteri- 
ously as the tide. Of the quality of other more melodious sections, of the occasional charm and grace 
that here and there rise, as it were, on the wings of light; of the passionate harmonies that die away 
into silence before the slow opening motive returns inexorably, nothing can be said. There comes 
over it in memory the light that never was on Jand or sea. It is a poet's dream.” 


GAVOTTE IN F MAJOR Ludwig van Beethoven 6380-4 3.00 
(Arranged and Edited by Harold Bauer) 


AX venvectiy delightful record-roll is this flawless reproduction of Mr. Bauer’s entrancing pert- 
formance of a hitherto unknown Gavotte by Beethoven—an early composition by the great master, 
melodious, suave, dainty, rhythmically precise and effective, yet bearing unmistakable marks of 
Beethoven’s genius and diffusing an indescribable charm. The story of its discovery is both curious 
and interesting. Mr. Bauer says: 

“This unpublished Gavotte by Beethoven is due to investigations made in 1908 by Messrs. 
Georges de Saint-Foix and Theodore de Wyzewa with the object of establishing the authenticity of 
certain autograph manuscripts hitherto attributed to Mozart. These manuscripts were originally in 
the possession of the Emperor of Austria and were presented by him to Sultan Abdul Aziz of Turkey, 
who later gave them to his music director, Guatelli Pasha. The English collector Julian Marshall 
bought them from Guatelli’s son and they were ultimately acquired by the British Museum. 

“Close examination of these manuscripts resulted in the startling conclusion that not only had 
a serious error been made in attributing them to Mozart, but that the idiosyncrasies of style and 
handwriting proved beyond any possible doubt that they could have emanated from no other pen 
than that of Beethoven.” 


‘THE HARMONIOUS BLACKSMITH (Air and Variations) 
George Frederick Handel 6468-4 3.00 


flict Air and Variations, popularly known as The Harmonious Blacksmith, was originally pub- 
lished as the last movement of a harpsichord suite, in November, 1720. No name was then given to 
the air, and in various early reprintings the movement was designated simply as “‘Air & Doubles.”’ 
Besides the still pozent charm of its graceful melody (the origin of which has been much discussed, 
but without definite result) the piece is an interesting illustration of the brilliant style of variation 
which Handel introduced into the suite form. Interesting, too, is the fiction that purports to tell how 
the air received the name it has borne for the last hundred years, or longer. 

According to this familiar story, Handel was once caught in a rainstorm while walking through 
the village of Edgeware, England, and took refuge in the shop of a blacksmith, who sang a song 
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while at work, keeping time to the music with his hammer on the anvil. Handel remembered the 
tune, and on reaching home wrote a set of variations on it, and when he came to publish the piece 
named it ‘The Harmonious Blacksmith.’’ The propagator of this ingenious fable, one Richard 
Clark, even went so far as to print an accompaniment for the anvil, as he imagined Handel to have 
heard the beats! And the story doubtless will persist, though investigation has established that the 
original publisher of Handel’s composition under that name was a music-seller at Bath nicknamed 
‘The Harmonious Blacksmith’’ because he had been brought up as a blacksmith, although he had 
afterwards turned to music, and that this was the piece he was constantly asked to play. 


HUNGARIAN DANCE, No.5 . .  . « . 4 Johannes Brahms 5314-4 ueaeO 
HUNGARIAN DANCE, No.6 . * . . . #. | Sokannes Brahms 5947=4=aOO 
HUNGARIAN DANCE, No. 8, AMINOR  . .. ._—— Johannes Brahms 5668-5 3.25 


Ik nis youth Brahms formed a strong friendship with the Gypsy violinist, Eduard Remenyi, going 
on a tour with him as his accompanist; and undoubtedly it was that friendship which directed his 
interest to Hungarian music. His first group of Hungarian Dances appeared in 1869, in a setting for 
four hands on the piano. Many of these dances became popular in violin arrangements by Joachim, 
and later as orchestral pieces. The composer himself arranged them for piano solo in 1872. 

In a few of these dances, the composer has penetrated deeply into the Hungarian spirit, and has 
caught its color, swing, perfume, mad melancholy and reckless joy, and combined these elements in 
tonal portraiture of surprising and compelling power. 


HUNGARIAN DANCE, No. 5 (Four-Hand Version, Primo part only) 
Accompaniment Roll... . . . . #. # Johannes Brahms 1050GmeeoO 


Tans fine accompaniment roll, the Fifth Hungarian Dance of Brahms (the Primo part only of the 
original four-hand version), is the first Duo-Art Record of its kind Gncorporating one part only of a 
piano duet), and hence a most interesting novelty in music rolls. With this fine record-roll any 
capable pianist having access to a Duo-Art Piano may have the pleasure of playing a duet with 
Harold Bauer. 


HUNGARIAN DANCE, No. 6 (Primo Piano Part Only) Johannes Brahms 12139 2.25 


INTERMEZZO IN B-FLAT MINOR, Op. 117, No. 2 Johannes Brahms 6559-3 2.75 


ix THis Intermezzo’’, says the eminent English critic and biographer of Brahms, J. A. Fuller Mait- 
land, ‘‘we recognize that pathetic use of the arpeggio which was noted as one of the most salient 
characteristics of Brahms’ music. It is not claimed that there is anything new in the figure, or in the 
manner of its employment, but in the spiritual application (as it may be called) of the musical device 
to describe a mental state that cannot be put into words there is something emphatically new. In this 
case, the figure suggests a chilling autumn wind that, as it blows the dead leaves to and fro, calls up 
feelings of a regret that is scarcely painful for some long-lost happiness.”’ 

James Huneker noted that “‘its pages are truly Brahms, and very difficult it is to play in its 
insolent, airy ease.’’ Here Harold Bauer has played it not only flawlessly but impressively, poetically, 
and very beautifully. 


KAMENNOI-OSTROW, Op. 10, No. 22, PORTRAIT IN F-SHARP 
Anton Gregor Rubinstein 6057-4 3.00 


iis meaning of the Russian words Kamennoi-Ostrow is ‘‘Rocky Isle,’’ and in Rubinstein’s day this 
Island of Kamennoi, in the Neva near Petersburg, was the site of a fashionable summer resort. In 
commemoration of happy holidays there, the composer wrote musical ‘‘portraits’’ or character 
sketches of twenty-four of the guests at this resort, and gathered them in an album to which he gave 
this title. The twenty-second of these fanciful sketches is the only one that has become widely popu- 
lar, but this is a universal favorite the world around. It has the ingredients of uidying popularity, 
this dream picture in sound, with its shimmering, iridescent tone-colors and its melodic incantation. 

It has always been understood that the piece was intended as a ‘‘musical portrait’ of the beauti- 
ful and accomplished Mlle. Anna de Friedebourg, to whom it was dedicated by Rubinstein. 
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LARGO. : : ' ; : ; ‘ . .. George Frederick Handel 6373-3 2.75 


O: immortal beauty and pure loveliness that age cannot wither nor custom stale, *‘Handel’s 
Largo,’’ as it is commonly called, is better known and more popular the world around than any 
other piece in the whole range of classical music. Yet of the millions of people who know and love it 
how many know that it was composed as a vocal “‘air’’ to be sung in an opera? Originally it was the 
opening air in ‘Xerxes’’ (produced in London in 1738), one of Handel’s numerous operas which have 
long since disappeared from the stage. In it Xerxes gives thanks for the sheltering shade of a garden 
tree; and the fervor of his gratitude, the sincerity of profound feeling with which the music is imbued 
make this slow aria particularly appropriate as a setting for religious words—a use to which it has 
often been put. The original Italian words have been Englished by G. H. Clutsam thus: 


Shadows so sweet! 

Safe in thy leafy breast 
Softly I fall to rest; 
All cares retreat, 
Shadows so sweet! 


Whether secular or religious, whether vocal or instrumental, this ever-welcome Largo is a 
musical gem of ineffable and abiding beauty. 


LA SOIREE DANS GRANADE (‘‘Estampes,’’ No. 2) Claude Achille Debussy 6599-4 3.00 


As vivid, magical, and haunting to the memory as a painting by Zuloaga is this ‘Evening in 
Granada,’’ with its Spanish feeling, Spanish color, Spanish atmosphere, its novel and bizarre melo- 
dies, its odd harmonies and exotic rhythms. An art critic has noted Zuloaga’s “‘sonorous acid 
effects.” They are all here in this colorful and amazing tonal transcript by Debussy of the night life 
of a typical Spanish city. Here, too, the French composer shows his possession of that signal charac- 
teristic of the Spanish painter, the genius of place. And the piece is unique among Debussy’s com- 
positions in that it deals with a real, not an imaginary, place. Debussy was accounted the arch-im- 
pressionist among musicians, but this is an impressionistic bit of realism that is masterly—and fas- 
cinating, the more fascinating the more familiar it becomes. It grips the imagination and conjures 
up a panorama that is almost startling in its vividness. 


MARCHE MILITAIRE, Op. 51, No. 1 (For Four Hands), Franz Schubert 6487-6 3.50 
Played by Harold Bauer and Ossip Gabrilowitsch 


See composed several Military Marches, but this one (the first of a set of three written for 
four hands and grouped together as Opus 51) is the most brilliant and the most familiar of them all. 
Its zest and rhythmic swing are irresistible. It begins with a brief introduction which contains the 
germ of its principal idea. After a momentary pause the music launches into a full statement of this 
martial theme, sounded at first as if a military band were at some distance, but coming rapidly nearer 
and nearer, the music growing more and more brilliant until it is proclaimed in its full glory. Fol- 
lows a fine and beautiful Trio section with a melody of distinctive contour and appealing grace, 
forming an effective artistic contrast to the main body of the march, which is then repeated and 
comes to an end in a dashing coda. 


fie, IN D MAJOR, Op. 33, No. 2 . Frederic Francois Chopin 6482-3 2.75 


es, vanities, fantasies, inclinations, elegies, vague emotions, passions, conquests, strug- 
gles upon which the safety or favors of others depend, all, all meet in this dance.”’ 

Thus wrote Liszt of the Mazurka, and he ended a wild, brilliant, sensational description of its 
dancing by the Poles with a coda of extravagant praise of the beauty and fascination of Polish 
women. ‘‘Nothing equals the Polish women’’ and their ‘‘divine coquetries;’’ the Mazurka is their 
dance—it is the feminine complement to the heroic and masculine Polonaise. 

Chopin took the framework of this national (really local, of the province of Mazovia) dance, 
developed it, enlarged it and hung upon it his choicest melodies, his most piquant harmonies. He 
wrote more than fifty Mazurkas, and this one in D is among the most popular of them all. It is very 
bright, bustling, graceful, full of unrestrained vitality, and altogether charming. It was successfully 
arranged for voice by Mme. Viardot-Garcia, and in former years was often heard in concert in that 
form, as well as in the original piano version. 
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MENUETTO INDMINOR . . . . . .  ..—s Franz Schubert 6212-5 3.25 


Sonezeen in Liszt's fine and generous words, was “‘the most poetical musician who ever lived.’’ 
The main characteristics of his music are its vivid personality, fulness and poetry. His matter is so 
abundant and so full of variety and interest that he never seems to think of enhancing it by any de- 
vices. This characteristic of the great melodist is exemplified in the present comparatively unfamiliar 
Minuet in D Minor, which is a thing of loveliness all compact. 


MINUETINA. . ... . °. . . . «. Luigi Boccherini 3880smeered 


Ditine fon the springtime of modern music, this Minuet has something of the simple grace and 
daintiness and the delicate beauty of a spring flower. A subsidiary section gives brave utterance to the 
courtliness and pageantry of the old dance. The piece might be characterized not inaptly in the lines 
from William Ernest Henley’s ‘‘Ballade of Antique Dances’’: 

The inkling clavichord o' erflows 

With contrapuntal quirks and hits; 

And, with all measure and repose, 

Through figures grave as royal shows, 

With noble airs and pirouettes, 

They move . . . in Minuets. 


MOTLEY ; AND FLOURISH (Eighteenth Century Tunes, Nos. 3 and 4) 
Harold Bauer 6873-3 2.75 


ere last two pieces in Harold Bauer’s group of four ‘Tunes from the Eighteenth Century,’’ here 
played with his brilliant pianistic skill and musicianly understanding, make a delightful record-roll 
and form a striking contrast to the other two pieces from the same set, also issued in Mr. Bauer’s 
own interpretations for the Duo-Art. ‘‘Motley’’ has a smooth grace and delicacy and a quaintness 
redolent of the time of Handel, and Handel himself might have been proud to have written it. In 
“Flourish,’” Mr. Bauer has achieved a brilliant, original and attractive bit of music. It has a good, 
sturdy, robust tune and a lively swinging rhythm, and both melody and rhythm possess abandon and 
humor, and are handled with great cleverness and pianistic art. 


MUSETTE. . ..°. . .' . . . «. jean Philippe Rameau 6186.4mmnOO 


JE form of music known as a Musette was originally an air in 2-4, 3-4, or 6-8 time, of a moderate 
tempo, and smooth and simple character, appropriate to the instrument from which it took its 
name, which belonged to the bagpipe family and consisted of two pipes or reeds and a drone, sup- 
plied with wind from a leathern reservoir, inflated, like the Irish bagpipe, by bellows placed under 
the performer’s arm. 

The present example by Jean Philippe Rameau (1683-1764), a man of importance in the history 
of music in that he laid the foundations of the modern system of harmony, is a curiously quaint and 
interesting other-worldly, musical antique. 


NOCTURNE IN F-SHARP, Op. 15, No. 2 . Frederic Francois Chopin 6308-6 3.50 


Cr gees Opus 15, comprising three nocturnes, was published in 1834 and was the second set of 
three pieces in this kind to come from his pen. The second piece of the set, this Nocturne in F-sharp, 
has always been one of the most popular—one of the best loved—of all his nocturnes. It is both elo- 
quent and dramatic, and James Huncker declares ‘‘is saturated with young life, love and feelings of 
good will to men.”’ Prof. Frederick Niecks in his excellent biography of Chopin says of it: ‘In the 
second nocturne, F-sharp major, the brightness and warmth of the world without have penetrated 
into the world within. The fioriture flit about as lightly as gossamer threads. The sweetly sad longing 
of the first section becomes more disquieting in the doppio movimento, but the beneficial influence of 
the sun never quite loses its power, and after a little there is a relapse into the calmer mood, with a 
close like a hazy distance on a summer day.”’ 


NOCTURNE IN C MINOR, Op. 48, No. 1 . Frederic Francois Chopin 5728-3 2.75 


K arssovsxr called this Nocturne “broad and most imposing with its powerful intermediate move- 
ment, a thorough departure from the nocturne style,’’ and other commentators have hailed it the 
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noblest nocturne of them all. Big in conception, it seems a miniature music drama. At the outset a 
plaintive, wailing melody is nobly sung. A chorale-like episode follows, but this soon throws off the 
mask of devotion and assumes dramatic meaning, mounting to a superb climax. The tension subsides, 
and the piece concludes in the mood of dreams. 


DeweeiereOp, 21, No.) . . . +. -.  «. Robert Schumann 5682-4 
NOVELETIE.IN D; Op. 21, No.2 .. . . Robert Schumann 6921-4 


DeHUMANN’s eight ‘‘Novelettes’’ are in a form which he was the first to make familiar; indeed, he 
was the first to apply this term to a musical composition. ‘““This form,’’ says J. A. Fuller Maitland, 
“if form it can be called, consists in the combination of many short musical organisms into one set or 
collection of pieces, the whole becoming organic by means of the inherent connection between the 
component parts.’ Schumann himself said of his ‘‘Novelettes’’ that they are ‘‘long and connected 
romantic stories.’ There are no titles to explain them, nor was their full meaning ever disclosed by 
the composer. Yet their intrinsic beauty has given them place among his best known and best loved 
works. 

The Second Novelette is clearly a musical illustration of the old familiar story of the Knight and 
the Maiden. Opening with a strange, almost hesitant note of fear or apprehension, the music quickly 
swings into a vigorous, forthright utterance in sturdy rhythmic tread that bespeaks courage and de- 
termination to fight and conquer whatever enemy may be met. The strong and rugged character of 
this section represents the masculine element of the romantic story. The second scene may be a tender 
maiden sitting in reverie, thinking of her absent knight, and greatly troubled over the uncertainty 
as to his welfare. Here is melodic loveliness in a simple harmonic setting—a bit of Schumann at his 
very best. Then there is a return of the vigorous first section, and a vehement ending. 


PIPReeeeeee aide Ballet) Op, 41 > . . . . Cécile Chaminade 69550 


ifs this very pretty and jolly little piece there is a quaint and modish cleverness, which national trait 
has been turned to good account by the composer. It is full of quips and quirks, unforeseen turns and 
surprises, frank coquetries, teasing wiles and witty sallies, as well as full of melodious patter, attrac- 
tive harmonies and graceful dancing rhythms. With the dainty grace and finesse of a painting by 
Watteau, it portrays musically that stock female character of French Pantomime whose name it 
bears, Pierrette (or Columbine), and the music reflects in a remarkable degree the art, the fantastic 
whimsy, and every attitude of that lively and romantic creature in her brisk motions and coquettish 
poses as she pirouettes, rises lightly in bounding leaps, or assumes suddenly and unexpectedly a pos- 
ture combining agility and grace. 


PIERROT’S AND PIERRETTE’S STORY (Piano Duet)—Pierrot’s Serenade; 


Love Duet; Marriage Ball; Wedding March . J. Burgmein 7069-4 
Played by Harold Bauer and Myra Hess 


J. Buremern was the pen-name of Giulio Ricordi (1840-1912), famous Italian music publisher, 
who was the discoverer and first patron of Puccini. He was a trained musician and composed much 
happy music in lighter vein, including several piano duets, among which this one is particularly 
bright and charming. The composer dedicated the work to a little girl, Anna-Maria Fontana, with 
the following introductory note: 

“Once upon a time Pierrot was the good friend of Pierrette. On moonlit nights he came 
into Pierrette’s cozy garden with his little guitar to sing to her his serenade; and Pierrette 
came down to talk with her friend Pierrot, who made her many pretty speeches. From seren- 
ade to serenade, from pretty speech to pretty speech, he came by easy stages to the subject of 
matriage: of the rejoicings, festivities, balls, and so on; Columbine and het attendants, Har- 
lequin and his retinue, Punchinello and his suite, Captain Fracasse and his train, and so on; 
the whole lively company proceeding to form the most brilliant procession around the wedded 
pair who loved each other always and had many, many children—with all of which, Made- 
moiselle, you would be amused time and time again. 

“Such, my dear young lady, is the history of Pierrot and Pierrette which I am about to 
relate to you in musical notes. Your darling little hands playing gracefully on the ivory keys 
and your wonderful artistic intelligence will succeed, I hope, in making agreeable to your 
good mamma the little musical histories of your devoted friend, J. Burgmein.”’ 

The music is melodious, cleverly picturesque, very sprightly, jolly and joyous; and those 
sterling artists, Harold Bauer and Myra Hess, have collaborated zestfully in recording a captivat- 
ing performance of it. 
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POLISH DANGE Or 23e0N Onneee : ; . Franz Xaver Scharwenka 6416-4 3.00 


POLONAISE IN C-SHARP MINOR, Op. 26, No. 1 
Frederic Francois Chopin 6796-4 3.00 


Os all the fifteen Polonaises composed by Chopin, this one in C-sharp Minor is the most curious 
combination of passionate, fiery indignation and the tender melodiousness of a love song. 

The beginning is hugely heroic, impassioned, stormy, with a ‘‘grand rhythmical swing.’’ But 
the fiery indignation soon melts away. After the theme returns and is repeated, the mood changes 
completely and we get ‘‘a genuine love motif tender enough in all faith wherewith to woo a prin- 
cess.’’ And on this ingratiating melodiousness the Polonaise closes—an odd ending for such a furious 
beginning. 


POLONAISE IN E-FLAT MINOR, Op. 26, No. 2 Frederic Francois Chopin 6990-4 3.00 


lice Polonaises express Chopin's patriotism, his manliness, power, and courage. The best among 
them are heroic hymns of battle; and such is this E-flat Minor Polonaise, variously known as the 
“Siberian,” or the ‘‘Revolt’’ Polonaise. To Professor Niecks it “‘speaks of physical force, and is full 
of conspiracy and sedition.’’ He says: ‘‘The ill-suppressed murmurs of discontent, which may be 
compared to the ominous growls of a volcano, grow in loudness and intensity, till at last, with a 
tush and a wild shriek, there follows an explosion. The thoughts flutter hither and thither in 
anxious, helpless agitation. Then martial sounds are heard—a secret gathering of a few, which soon 
grows in number and in boldness. Now they draw nearer; you distinguish the clatter of spurs and 
weapons, the clang of trumpets. Revenge and death are their watchwords, and withsullendetermina- 
tion they stare desolation in the face. After an interesting transition, the first section returns. In the 
meno mosso again a martial rhythm is heard; this time, however, the gathering is not one for revenge 
and death, but for battle and victory. From the far-off distance the winds carry the message that tells 
of freedom and glory.’’ But it is all only a dream, to which the gloomy end brings a bitter awakening. 


POLONAISESIN (E=FLATE, Orel Now laa : . Moritz Moszkowski 6094-4 3.00 


POLONAISE, Op. 9, No. 6 . , ; : : . Ignace J. Paderewski 6463-4 3.00 


ae Polonaise of Paderewski’s is a vigorous and stirring example of the form, unmistakably 
martial in spirit and tone. It could never be mistaken for one of Chopin’s Polonaises, for although 
Paderewski is a Pole and Chopin his idol, his music is not an echo of Chopin’s. To a London 
journalist several years ago he remarked on the subject of Polish music: ‘‘It is almost impossible to 
write any nowadays. The moment you try to be national, everyone cries out that you are imitating 
Chopin, whereas the truth is that Chopin adopted all themost marked characteristics of our national 
music so completely that it is impossible not to resemble him in externals, though your methodsand 
ideas may be absolutely your own.”’ Certainly in this fine Polonaise, Paderewski’s ideas and methods 
are absolutely his own. While it is quite as thoroughly pianistic as Chopin’s music, it is just as 
original in invention and development, and it is strongly marked with that indefinable quality we 
call individuality. 


PRELUDE AND FUGUE, No.5 ..°.~-.  . Johann Sebastian Bach 56;0-4manO0 
QUARTET IN C MINOR, Op. 18, No. 4, Allegro Ludwig van Beethoven 5060 2.50 


Bastrovan composed sixteen string ‘quartets. This one, from which Mr. Bauer has arranged and 
played in masterly fashion the Allegro, is one of the most delightful of his earliest group of six, in 
which the composer conforms essentially to the traditional type of form and expression. 


QUARTET, Op. 76, No. 3, Second Movement: Adagio Franz Josef Haydn 514-4 3.00 
Atranged and Played by Harold Bauer. 


Ox HIs visits to London Haydn came to envy the English their ‘‘God Save the King,’’ and so 
determined to compose a national anthem for Austria. In January, 1797, accordingly, he took an 
old Croatian song and made it over as a setting for Hauschka’s patriotic poem ‘God Save Franz 
the Kaiser,’’ which was first sung on the Austrian Emperor's birthday, February 12th, and promptly 
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came to be known as the Emperor’s Hymn. This melody, almost sublime in its simplicity, and so 
devotional in its character that it has come to be widely used as a hymn-tune, faithfully reflects 
Haydn's feeling towards his sovereign. It was his favorite work, and in the lovely Adagio here 
beautifully arranged and played by Mr. Bauer, he used it as a theme for four masterly variations. 
These are infused with the life and freshness, the cheerfulness and geniality characteristic of Haydn's 
happy temperament, and with classic purity, grace and repose. 


QUARTET IN D MINOR, No. 6 (Posthumous) Third Movement: 
Scherzo (Arranged and Played by Harold Bauer) Franz Schubert 67690 2.50 


Ry eeoncus, buoyant energy, charming Schubertian melody, a happy carelessness and amplitude of 
mood, and something of a Hungarian flavor characterize this fine and beautiful Scherzo from 
Schubert’s D Minor String Quartet, which although not published until after his death, was un- 
doubtedly composed under the influence of his six months’ sojourn at Zselész in the Hungarian 
mountains in 1824. Harold Bauer has made a very beautiful and effective piano version of this delight- 
ful music, and recorded it for the Duo-Art with his familiar and appealing mastery. 


ROWDOsaRILEANTE, Op..62. . ; ; ; . Carl Maria von Weber 6345-4 3.00 
_SCHERZO IN C-SHARP MINOR, Op. 39 .  .. Frederic Francois Chopin 6506-4 3.00 


lise Scherzo, the third of the four composed by Chopin, is the most dramatic of them all. It was 
composed of finished at Majorca in the course of his sojourn there with George Sand in the winter 
of 1838-9. James Huneker considered it almost without equal for lucidity and polish among the 
works of Chopin. He wrote of it: 

“Thete is virile clangor in the firmly struck octaves of the opening pages. No hesitating, morbid 
view of life, but rank, harsh assertiveness, not untinged with splenetic anger. The chorale of the trio 
is.admirably devised and carried out. Its piety is a bit of liturgical make-believe. The contrasts here 
are most aftistic—sonorous harmonies set off by broken chords that deliciously tinkle. There is a 
coda of frenetic movement and the end is in major, a surprising conclusion when considering all that 
has gone before. Never to become the property of the profane, the C-sharp minor Scherzo, notwith- 
standing its marked asperities and agitated moments, is a great work of art.”’ 


SERENADE (No. 4 of the ‘‘Swan Songs’’) Franz Schubert 6671-3 2.75 
(Transcription by Franz Liszt) 


CHUBERT’s © Serenade’’ is almost a household word, so popular the world around has the song 
become; for its air is graceful and pleasing and its sentiment naive and sincere. 

Almost equally famous with the song is Liszt's masterly transcription of it—a transcription that 
is poetically conceived and deftly wrought, adding nothing extraneous or incongruous to the song. 
Such delicate decorations as have been added, indeed, are in faultless taste and give a greater beauty, 
a ticher lustre to the gem of Schubert’s fashioning. 

To have Mr. Bauer’s appealingly beautiful and completely satisfying Duo-Art Record of this en- 
trancing little masterpiece—infused as it is with poetic insight and exquisite refinement—is to 
possess a gem of purest ray serene. 


Sle DANCE, Or. 46, No.2. . : . Antonin Dvorak 70640 2.50 
Piano Duet Accompaniment. (Primo Part Only) 

SIS weer 13°( Pathetic). ~. . «. Ludwig van Beethoven 
Be @MevcncotsGtaye,Allestoconbrio. + -. . = +» 5691-4 3.00 
Second Movement: Adasio Cana meee eee Fee ie 570353 2.75 
Third Movement: Rondo-Allegro ec 5/1130) 2.75 


eee Sonata, to which Beethoven himself gave the name ‘‘Pathetic,’’ is one of the most beautiful 
and most popular of all sonatas. It was composed in 1798 and published in the next year with a dedica- 
tion to Prince Carl von Lichnowsky, and was an instant and an important success in Beethoven’s 
career. For it was one of the earliest of his works in which he showed himself an originator and not 
an imitator of the music of his predecessors. To the student of Beethoven's development it is espe- 
cially interesting by reason of its structure, which constituted a noteworthy departure. A cyclic 
motive of four notes, G, C, D, and E-flat, proceeds to the formation of the three movements of the 
work. This motive, buttressed by other themes, enters into a conflict from the first movement on- 
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ward with the figure displayed in the introduction, which latter, losing a member at each episode 
of the struggle, ends by owning itself defeated. In the Finale, the victorious motive reappears merrily 
to form the refrain of the Rondo. 
It is a movingly beautiful work, in which “‘the pathos is deep earnest passion, which, however, 
does not overstep a certain measure of gravity and dignified deportment.”’ 


SONATA IN F MINOR, Op. 57 C “Appassionata’ 2) saad van Beethoven 


First Movement: Allegro assai .. .  . » 606555 qoeD 
Second Movement: Andante con moto; ite 
Third Movement: Allegroma nontroppo. . . . | | GOSOss@mmae?> 


ee Sonata in F Minor, called the ‘‘Appassionata’’ by grace of a music publisher (Beethoven never 
used the title), was composed in 1804. To a friend who asked him what his sonata meant, Beethoven 
answered: ‘‘Read The Tempest by Shakespeare.’’ Doubtless many a student has searched that play for 
a clue—and been baffled. Vincent d’Indy, the eminent French composer, says of this magnificent 
work: 

‘To us this appears to be one of Beethoven's most characteristic works from an autobiographical 
point of view. In this first movement, these two themes that seem made one for the other, proceeding 
as they do in the same rhythm, and the same harmonic character, and which finish, after a constant 
depression, by distorting and destroying each other—do they not typify the doleful romance of the 
year 1802, and far more clearly than the so-called “Moonlight Sonata’? After a tranquil, almost 
religious, petition, passion again seizes him—fiery, yet this time blended with the ardor of soaring 
aspiration ;—and‘in the final victory, proclaimed by an inadequate piano which ought to be horns, 
trumpets and cymbals all in one, do we not hear him cry, ‘It is I! At last, I once more am Beethoven.’ 
In vain shall we seek for Caliban, not to say Prospero, in these flights of passion; the blast of this 
tempest tages neither on the island nor on the ocean, it breaks loose in a heart, a suffering heart that 
groans, loves and triumphs.”’ 

In the slow movement, Mr. Bauer makes the instrument sing as only a great pianist can and con- 
veys the composer’s transfigured resignation, his soaring faith, his transporting glimpse into celes- 
tial realms. 

The superb Third Movement, a whirlwind of fiery passion joined with mounting aspiration, 
welling and swelling and booming and bursting at last into a triumphant fanfare, is proclaimed with 
virility and a plenitude of sonorous power, yet even its thunders are kept under the control of artistic 
purpose. 


SONATAGIN«B MINOR? Opt 58 eee Frederic Francois Chopin 


First Movement: Allegro maestoso . =~. ., J . | | 5854emEEREOO 
Second Movement (Scherzo): Molto Vivace. oon : . 5862-3mmer> 
Third Movement: Largo 8  . °s . 587 4saSEOO 
Fourth Movement (Finale): Breeror nontanto. ..' . .  . .5877=4aeEOO 


O: Chopin it has been well said that there is no other composer who so disappoints the critic that 
has a craze for classification. Endless has been the discussion over the merits and demerits of this 
Chis third) Sonata; but despite all criticisms charging deficiencies in form and lack of unity, and no 
matter whether it is rightly to be called a sonata or something else, the opulence and beauty of its 
musical ideas and the sensations it evokes have argued irresistibly in its behalf, and undoubtedly it 
is played more and enjoyed more today than ever before since it was first given to the world in 1845. 

Frederick Niecks, Chopin’s biographer, says of the First Movement that ‘‘the wealth of beauti- 
ful and interesting matter which is here heaped up—for it is rather an unsifted accumulation than an 
attistic presentation and evolution—would have sufficed many composers for several movements.”’ 

The scherzo is altogether delightful, and forms a striking contrast with the first movement of 
the work. 

Of the third movement Niecks says: ‘“The Third Movement has the character of a nocturne, 
and as such cannot fail to be admired. In the visionary dreaming of the long middle section we 
imagine the composer with dilated eyes and rapture in his look—it is rather a reverie than a com- 
position.”’ 

The final movement is filled with brilliancy and force and has long held a place of high favor in 
the affections of music lovers. It is more closely affiliated with the first movement of the work than 
the intervening Scherzo and Largo, and forms a magnificent climax to the whole powerful and 
moving composition. 
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SONATA IN F-SHARP MINOR, Ob. 11. . Robert Schumann 
Facroduction . . sae ; ; meee 7 490.. 2.50 
Piviovemcnt.Un poco Adagio, Allegro vivace . . . '. 57500. 2.50 
Second Movement: Andante cantabile 2 5769-4 3.00 
Third Movement: Scherzo and Intermezzo Pe ; en e640 3 00 
Finale: Allegro unpoco maestoso ee eee ye 8). 5800-4 3:00 


ae is an interesting bit of history in connection with Schumann’s first sonata. Schumann's 
fancy created two imaginary beings, two temperaments which the composer believed had bearing 
upon art, ““Florestan,’’ who was typical of passion and energy, and ‘‘Eusebius,’’ who was the em- 
bodiment of tenderness and sentiment. These two forces dominated and swayed Schumann, so he 
gave them names and an imaginary existence, and they figure prominently in a number of his com- 
positions. Incidentally, they were both members of Schumann’s imaginary society, called the 
“Davidites.’’ Now, when this Sonata first appeared in print, in 1836, it was put forth as the work 
of “‘Florestan and Eusebius,’’ and was dedicated to ‘‘Clara’’—who, of course, was none other than 
Clara Wieck, who later became Schumann's wife. 


Oem Ornys CU CtC~«<CSTSC‘(CSS”SCS*SCSCC#CW;#:;COCR Obert Schumann 6498-4 3.00 


J ust as the term “‘Sonata”’ is derived from the Italian verb suonare, ‘‘to sound,’’ and hence may be 
called a sound-piece, so the word ‘‘Toccata’’ is similarly formed from another Italian verb, toccare, 
“to touch,’ and means a touch-piece, or a musical composition intended to exhibit the touch and 
execution of the performer. This specific kind of instrumental composition had its origin at the be- 
ginning of the 17th century, or possibly late in the 16th; in the minds of the early Italian composers 
- there was a subtle distinction between the sound-piece and the touch-piece. Schumann’s Toccata, an 
eatly work as its opus number indicates, is a bravura piece of great brilliance and difficulty, 
adhering strictly to the old form, and exhibits a great degree of connection and consequence. 


TURKISH MARCH (From “‘The Ruins of Athens’”) Ludwig van Beethoven 5837-4 3.00 
TWO-PART INVENTIONS, Nos. 1,6 ann 8 . Johann Sebastian Bach 6392-4 3.00 


J OHANN SEBASTIAN Bacu, the ‘Father of Modern Music,’’ is probably the only composer who ever 
used this word “‘Invention’’ as a musical term. By it he meant, specifically, a musical theme so con- 
structed that by imitation and inversion a whole movement can be evolved from it. The subject 
having been first stated, the rest develops naturally out of it. Bach composed fifteen Two-Part Inven- 
tions and fifteen Three-Part Inventions for his pupils expressly as a preparation for his larger works— 
mote especially for the ‘‘Well-tempered Clavichord’’, and for theinstructionof a young clavier player 
they were of inestimable value, as the composer was careful not only to provide exercises for both 
hands but for every finger as well. Even to the present day, for the serious student of pianoforte play- 
ing these Inventions have never been supplanted, for in none of the more modern, easier piano pieces 
does the left-hand part contain such an independent treatment of the theme as it does in these Inven- 
tions. They were written at Cothen in 1723, and were issued under the following long and character- 
istic title: 

“An honest Guide, whereby Lovers of the Clavichord are shown a plain Method of learning not 
only to play clean in two Parts, but likewise in further Progress to manage three obligato Parts well 
and correctly, and at the same time not merely how to get good Inventions Cideas), but also how to 
develop the same well; but above all, to obtain a cantabile Style of playing, and together with this to 
get a strong Foretaste of the Art of Composition.”’ 


VALSE (From Suite, Op. 15) (Arranged for Two Pianos) (Played by 
Harold Bauer and Ossip Gabrilowitsch) Anton Stepanovich Arensky 5849-0 4.50 


leas is a unique music-roll—a masterly Duo-Art record of a beautiful and a virile work—produced 
by the sympathetic and appreciative collaboration of two of the foremost of living pianists. Never 
before have two pianists so richly endowed as Ossip Gabriléwitsch and Harold Bauer united all their 
art and skill to make a permanent record of their combined interpretative powers such as is em- 
bodied in this brilliant roll. 

As for the music itself which they have chosen to interpret, this concert valse is a magnificent 
thing. Big in conception, of ample proportions, full and rich in utterance, the piece is imbued with 
grandeur, with mystery, with allurement. 
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VALSE, IN A-FLAT, Op. 42 . . .  .  « Frederic Francois Chopin 5635-Geeamae 
VALSE IN D-FLAT, Op. 64, No.1. . . . Frederic Frangots Chopin 6328-60amae 


ING of Chopin's waltzes is more popular than the first of Opus 64 Cin D-flat major). And no 
wonder,”’ exclaims Professor Niecks. ‘‘The life, flow, and oneness are unique; the charm of the multi- 
form motions is indescribable.’’ And the learned professor tells the familiar story of its inception thus: 

‘George Sand had a little dog which was in the habit of turning round and round in the en- 
deavor to catch its tail. One evening when it was thus engaged, she said to Chopin: ‘If I had your 
talent, I would compose a pianoforte piece for this dog.’ Chopin at once sat down at the piano, and 
improvised the charming Waltz in D-flat, which hence has obtained the name of ‘le valse du petit 
chien.’ This story is well known among the pupils and friends of the master, but not always told in 
exactly the same way. According to another version, Chopin improvised the waltz when the little 
dog was playing with a ball of wool. This variation, however, does not affect the pith of the story.” 

Silly as the tale sounds, it is nevertheless well authenticated. Anyway, the world is richer for 
this graceful and captivating piece. 


VALSE IN E-FLAT <> 3 |. 0) eee Auguste Durand 6932-4 3.00 


ITs lilting melodiousness, its exquisite grace, its sprightly and brilliant harmony, the variety and 
balance of its pretty decorative features have won for this captivating Waltz by the distinguished 
French music publisher, critic and composer, Auguste Durand, a great and deserved popularity. The 
setting of its light and charming melody to a staccato accompaniment, alternating with legato 
measures of rare grace, evidences individuality and a keen sense of style; and there is refreshing 
originality in the deft artistry with which the melodic, harmonic and rhythmic elements are blended 
in a design of musical beauty. No wonder this delightful Waltz is a prime favorite with pianists and 
public alike. 


VALSE TRISTE (From Op. 44) .  . % «. « « « Jean Szbelaus (590) 


Jan Sipesids is the greatest musician Finland has ever produced. His Opus 44 comprises the inci- 
dental music which he composed to Arvid Jaernefelt’s drama “‘Kuolema’’ (Death). The “Valse 
Triste,’’ which is the most noteworthy number of that music, is in itself a whole drama in miniature; 
a weirdly powerful and moving tragedy. The scene is an almost bare room in which a son is watching 
by the bedside of his dying mother. The mystery of approaching darkness is suggested by the shud- 
dering chords with which the music begins. In her delirium the mother thinks that she is in the ball- 
room. She rises from her bed. The son cannot restrain her. She breaks from him, whirling out upon 
the floor, and dances with imaginary men. Faster and more furious speeds the dance, a dizzy, cease- 
less, bewildering swirl. The music becomes almost painful in its rhythmic sharpness and intensity. 
At the height of the woman’s frenzy there is a knock at the door. Her vision dies. The dance music is 
stilled. With a final shriek of anguish the mother falls, for the entering visitor is Death. 

Such is the story which this unique music mirrors with marvelous accuracy. Yet, dark and tragic 
as is the story, there is nothing morbid or unmanly about the music, Its predominant characteristic is 
its enormous power, a really amazing strength and vigor. 


THE WIND (Le Vent), Op. 15, No. 2 .  . Charles-Henri-Valentin Alkan 6446-4 3.00 


iN stuPENDOus performance is Harold Bauer’s playing of this extremely difficult but very effective 
concert piece—one of his battle-horses with which he never fails to stir an audience to frenzied ap- 
plause. Entitled ‘‘The Wind,”’ it is a veritable whirlwind of motion and sound, and is a huge and 
imposing pianoforte work, as are also the other two Grandes Etudes grouped with it to constitute this 
composer's Opus 15, the first and last of which have the strange titles of ‘‘Aime-moi”’ and “Morte.” 


YE SWEET RETREAT : : .  « « e - Harold Bauer 63837-2aaeOO 


Ws the second of Harold Bauer's ‘‘Tunes from the Eighteenth Century,”’ is a charming piano piece 
in a pure classical style, skillfully written, and here exquisitely played by its composer. Mr. Bauer 
has taken a lovely old-time melody—peaceful, quiet, soothing, graceful, deliciously fragrant—and 
has enhanced its beauty in his treatment of it as the basis of an expressive Andante that is imbued with 
quaint and alluring charm in every measure. With complete understanding and classic restraint he has 
fashioned a harmonic setting for the noble old tune that is as beautiful as it is fittingly simple, and 
the whole breathes the very spirit of Eighteenth Century calm and dignity and grace. It is a little 
masterpiece, indeed, an evocation of simple tonal beauty of irresistible appeal, touched with the 
magic of fine musicianship and a high order of pianistic artistry. 
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Osstp Gabrilowetsch 


ANY-SIDED and always evocative of keen delight is the pianism of Ossip Gabrilé- 

\ / witsch. Primarily a poet and a student—he is endowed with a truly marvelous 

memory—his playing is often more reflective than dramatic. But just as often he is 

impelled by a fiery Russian temperament and astounds by the surging power of his perform- 
ance, as well as dazzles by the brilliance, or charms by the poetic beauty of it. 


Gabriléwitsch was born at St. Petersburg, in 1878. He showed noteworthy musical 
aptitude when only four years‘old, and at six began the study of the pianoforte on the advice 
of Rubinstein, who assumed the direction of his musical education. At the St. Petersburg 
Conservatory he won the Rubinstein prize, under the tutelage of Prof. Tolstoff; and again on 
Rubinstein’s advice he went, after that master’s death, to Vienna for two years of study 
with Leschetizky. 


Beginning his career as a virtuoso in 1896, he won noteworthy success in tours of 
Germany, Austria, Russia, France and England, before making his first visit to America in 
1900. The impression of his excellence as a pianist made at that time was deepened on subse- 
quent visits in 1901, 1906, 1909, 1914, 1915, 1916, 1917. One of his noteworthy achievements 
was his series of six historical concerts illustrating the development of the piano concerto 
from Bach to the present time, at which he played 18 concertos by Bach, Mozart, Beethoven, 
Weber, Mendelssohn, Schumann, Chopin, Liszt, Rubinstein, Tchaikovsky, Brahms, Franck, 
Saint Saéns, Grieg, and Rachmaninoff. From 1910 to 1914 he lived in Munich, where he 
conducted Symphony concerts by the ‘‘Konzertverein’’ Orchestra. Since 1918 he has been 
conductor of the Detroit Symphony Orchestra, and in that capacity has built up a fine 
orchestra and has won new personal distinction as one of the foremost orchestral con- 
ductors in America. In 1909 he married Miss Clara Clemens, a daughter of ‘‘Mark Twain,”’ 
who is a concert singer. 


Mr. Gabrilowitsch records his interpretations exclusively for the Duo-Art Piano. 
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Duo-Art Records by Ossip Gabrilowitsch 
DANSE DES: ELFES] Opes ae a). : .  Vassili Sapellnikoff 6211-5 3.25 
Ihe Yule-tide spirit of revelry imbues this charming Dance of the Elves. It is a veritable bit of 
Fairyland, pictured in mystic tones with a magician’s skill. Its lovely melodies and sprightly 
thychm bid Ai mee 
Ouphe and goblin, imp and sprite, 
EIf of eve, and starry Fay! 
Ye that love the moon's soft light, 
Hither—hither wend your way, . 
Twine ye in a jocund ring, 
Sing and trip it merrily, 
Hand to hand, and wing to wing 
Round the wild witch-hazel tree.’’ 
ETUDEAIN F.Or410, No.8) = ; : , . Frederic Francois Chopin 6414-4 3.00 


(aX CHARMING display piece,’ the late James Huneker called this Chopin Study in F major. He wrote 
of it: ‘How it makes the piano sound—what a rich, brilliant sweep it secures! It elbows the treble 
to its last euphonious point, glitters and crests itself, only to fall away as if the sea were melodic and 
could shatter and tumble into tuneful foam! The emotional content is not marked. The piece is for 
the fashionable salon or the concert hall. One catches at its close the overtones of bustling plaudits 
and the clapping of gloved palms. Ductility, an aristocratic ease, a delicate touch and fluent technic 
will carry off this Study with good effect. Technically it is useful; one must speak of the usefulness of 
Chopin, even in these imprisoned, iridescent soap bubbles of his.’ 

But under the magic hands of such a poet of the pianoforte as Ossip Gabrilowitsch, this Etude 
becomes much more than a mere spindrift of tuneful foam. Its flashing, iridescent colors are made to 
shape themselves into a pattern of delicate beauty, exquisite nuances, clever and highly effective 
dynamic changes. Such a performance as he has here recorded really creates this charming bit of music 
afresh and makes it a little tonal poem of enthralling interest and compelling beauty. 


ETUDE IN F MINOR, Op. 25, No.2 . .  . Frederic Francois Chopin 6349-4 3.00 


Own can never play Chopin beautifully enough,’’ declares James Huneker. ‘The real Chopin player 
is born and can never be a product of the schools.”’ 

Such a Chopin player is Ossip Gabril6witsch. Abundant proof of that is afforded by the deli- 
cately poetic, the ineffably lovely interpretation here recorded by him of this wonderful F Minor 
Study, which Robert Schumann, after hearing Chopin himself play it, pronounced as ‘‘dreamy and 
soft as the song of a sleeping child.’’ Dreamy and soft and filled with magical crooning it is, and yet 
it is imbued with a glowing harmonic richness, subtly modulated from bar to bar. Mr. Gabril6witsch 
plays this magical music as von Bulow maintained it should be played—without sentimentality, 
almost without shading—clearly, delicately and dreamily; ‘‘an ideal pianissimo, an accentless qual- 
ity, and completely without passion or rubato.’’ That this was the way Chopin played it Liszt and 
Mathias agree. 


FANTAISIE-IMPROMPTU IN C-SHARP MINOR, Ob. 66 
Frederic Francois Chopin 7074-4 3.00 


Mosr important of those works of Chopin’s which were not published until after his death, the 
Fantaisie-Impromptu is a true Impromptu, and although having almost the freedom of an impro- 
visation is yet in a well-defined form and structure which Chopin made peculiarly his own. The 
piece presents peculiar rhythmical difficulties. The whole first section consists of a continuous 
rapid figure of four notes in the right hand against three in the left—a problem to be mastered only 
by long and special practice. But when this is smoothly played it produces just that sinuous, inter- 
woven, flowing effect which the composer desired and which could not have been obtained, in 
such perfection, in any other way. This first section, allegro agitato, breathes spontaneity in every 
bar, while the middle section, a Jargo in D-flat, contains some of Chopin’s choicest thoughts. The 
closing phrase of eight bars where the melody of the /argo part, rhythmically and melodically modi- 
fied, is taken up in the left hand, while the right hand accompanies with the rapid figure of the 
opening section, played pianissimo, constitutes one of the most beautiful and telling effects to be 
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found in Chopin’s works. The whole composition is intrinsically so beautiful, so delightful, and so 
characteristic of its author’s genius, that one marvels at Chopin’s having written on the back of 
the manuscript, ‘“To be destroyed when I am gone.”’ 
The performance recorded by Mr. Gabril6witsch is not only technically perfect, but is instinct 
with poetic feeling, tonal beauty, and exquisite charm. 


INTERMEZZO IN OCTAVES, Op. 44, No.4 .. . Theodor Leschetizky 5670-3 2.75 


MARCHE MILITAIRE, Op. 51, No. 1 (For Four Hands) . Franz Schubert 6487-6 3.50 
(Played by Ossip Gabrilowitsch and Harold Bauer) (For annotation 
on this number see page 135) 


MEPoDIr IN E MINOR, Op. 8, No.1 .:~. . Ossip Gabriléwitsch 6926-4 3.00 


es vety spirit of romance breathes throughout this charming piece by the versatile Ossip Gabri- 
léwitsch, whose newer artistic triumphs as conductor of the Detroit Symphony Orchestra have not 
dimmed his laurels as a poet of the keyboard. Indeed, it might have been named ‘‘Romance’’ quite as 
appropriately as ‘‘Melodie,’’ and was not only because of its composer’s modesty. In it a beautiful 
and expressive melody sings and soars over an accompaniment of comparatively simple harmonic 
design, yet for all its apparent simplicity one that is rich in texture, glowing with color, and plenti- 
fully varied in treatment. Conceived and very skilfully executed in the classico-romantic style, the 
piece is a fresh revelation of tonal beauty of a distinctive and worthwhile kind. It impresses and 
delights the hearer at once by its ingratiating loveliness, its elevation, and its pure poetry. 


MOMENT MUSICAL, Op. 94, No.3. ; ‘ ‘ . Franz Schubert 5841-4 3.00 


Prosascy the best loved of all the ‘‘High Priests in the Temple of Music’’ is Schubert. Other great 
composers compel our admiration, our respect, our reverence, our awe; Schubert wins our love. The 
best of his music is the most lovable of all music, and ranking high among his best is the set of six 
short pieces called ‘Moments Musicals,’’ which appeared in 1828, the year of his death. Indeed, Dr. 
Oscar Bie, famous musical historian, calls this set of piano pieces Schubert's greatest achievement. 
And he characterizes the third of these little pieces as one ‘‘in which a dance became a penetrating and 
sorrow-laden tongue.”’ 


PRELUDE IN C-SHARP MINOR, Op. 3, No.2 . Serge Rachmaninoff 5804-5 3.25 
ROMANGE, No. 3 . 4 : : : . Gabriel Fauré 5659-3 2.75 


SPINNING SONG, Op. 67, No. 4 (‘Songs Without Words,’’ No. 34) 
Felix Mendelssohn-Bartholdy 66730 2.50 


Paomise as this ‘‘Spinning Song’’ is, and even hackneyed at the hands of the ordinary pianist or 
student who dashes through it, Mr. Gabriléwitsch’s performance re-creates it into a thing of trans- 
porting beauty, freshness and interest. In this superb Duo-Art Record, the poetry of motion trans- 
lated into sound is expressed with the very perfection of captivating daintiness, delicacy and grace. 


VALSE IN EMINOR (Posthumous) . .  . Frederic Francois Chopin 6273-4 3.00 


Se composed fifteen valses, and they are the most objective of all his works. He admitted that 
he was unable to play valses in the Viennese fashion, yet in these dances he has contrived to rival 
Strauss, ‘‘the Waltz King.” 

This Valse in E Minor is one of the best loved of all. It is surpassingly graceful, not without its 
touch of sentiment, and altogether charming. Its greater part is early Chopin, though it was not 
published until after the composet’s death. 


Weer (rrom Suite, Or.15) . . . «. Anton Stepanovich Arensky 5849-0 4.50 
Played by Ossip Gabrilowitsch and Harold Bauer (For annotation 
on this number, see page 141) 


4145 


Ae" 


DUO-ART PIANO MUSIC 


ENO DRUVUVUUPOVVOCVUOVEIVOGIGOVOTSIFSISOT T0008: Waa BIEESS 


WIR cei AA I SHOR 


Percy Aldridge 
Gramger 


: HE young Siegfried of the Anti- 
podes’’ and *‘A Musical Puck”’ are 
two of the titles bestowed upon 

Percy Grainger since his arrival in America 

in 1915; for he is a conquering hero at the 

piano; and his compositions are compacted 
all of cheerfulness and prankish joy. Born 
at Brighton, near Melbourne, Australia, on 

July 8, 1883, at the age of ten he gave con- 

certs in his native land, thereby earning the 

means to go to Frankfort-on-Main, Ger- 
many, where he continued his musical 
studies for the next six years. Later he 

studied for a time with Busoni, but mean- . 

while he had gone to London and entered 

upon the career of a virtuoso pianist. 


Even at seventeen he was an ardent composer whose writings began to show surprising 
individuality. But he determined to win success as a pianist before publishing any of his 
compositions. In the next few years he did win an extraordinary success as a virtuoso, 
winning also the friendship of Grieg, whom he visited at his home in Norway, and that of 
practically all the leading orchestral conductors of Europe. When twenty-nine he began to 
bring out his works, and these original and whimsical creations have made their way to 
every corner of the musical world and been welcomed everywhere with enthusiastic 
approval. 


As a pianist Grainger has established himself among the masters of the first rank. Asa 
composer he is self-taught; but instead of modeling his style on the classical masters, he 
turned his attention to the folk-music of the numerous countries he has visited. It is the 
quality peculiar to folk music that assured the instant and astonishing success of his com- 
positions. 


Mr. Grainger makes his home in the United States, having become a naturalized 
American citizen. He has never recorded his playing for any reproducing piano but inc 
Duo-Art. 


Duo-Art Records by Percy Aldridge Grainger 


L’ARLESIENNE SUITE .. oe Georges Bizet 
(Arranged and Played by Bove Grainger. ) | 
Part I—Prelude; and Minuetto - 8 6 6. 8. | 52a 
Part Lswaeiene: and Carillon . “2 . |. ',.° 3). (eS 


Buzer won his first popular triumph with the orchestral suite made up of certain parts of the 
incidental music which he composed for Daudet’s three-act play, “‘L’Arlesienne’’ (‘The Woman 
of Arles’’), produced in Paris in 1872. The play tells the simple tale of a young farmer, Fréderi, 
who is madly in love with a girl of Arles—a brunette, irresistible in the farandole. She, although 
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the center of the drama, is not seen on the stage. Fréderi is about to marry her, when he learns 

that she is unworthy the love of any honest man. He turns to the sweet maiden Vivette, known 
from childhood, but when he would woo her the woman of Arles comes between them. Thus tor- 
tured by jealousy, hatred, love, despair, on a night when the peasants are celebrating. the Festival 

of St. Elois and dancing the farandole, Fréderi hurls himself from the garret-window of the farm- 
house, dashing his brains out on the courtyard stones. 

As a contrast to this furious passion there is the pretty story of the love of the long-separated 
shepherd Balthazar and Mére Renaud. They had loved in youth, but she became the wife of another, 
and he refrained from seeing her for many years, until, old and wrinkled, they meet at the betrothal 
of Fréderi and Vivette, and she asks him for a kiss. 

The Prelude begins with the tune of an old Provengale Christmas song. There are four variations 
on this theme, and then follows the theme of the Innocent (Fréderi’s young brother). The theme 
of Fréderi’s passion constitutes the finale. It is this theme that accompanies the speech of Balthazar 
at the tragic end of the drama: ‘‘Go to the window—you will see whether one does not die of love!”’ 

The charming Minuetto is known as the Menuet des Vieillards. Its middle part has been said to 
denote ‘‘the tender and resigned affection of the Shepherd Balthazar and Mére Renaud.” 

The idyllic Adagietto, charming in its exquisite melody and its very beautiful harmony, was 
written to accompany the scene, in Daudet’s tragedy, of the mecting, after many years, of Mére 
Renaud and her lover, Balthazar. 

The Carillon, with its extremely skilful and brilliant simulation of bells, originally formed 
the prelude to the celebration of the betrothal of Fréderi and Vivette. For the occasion the court- 
yard of the farm-house is gay with May-poles and decorations of cornflowers and poppies. The 
orchestra plays an unvarying chime-like figure throughout 56 measures. There is a contrasting 
episode—the entrance of Mére Renaud; then the bell-like figure is resumed, and continues to the end. 


CHILDREN’S MARCH: (‘‘Over the Hills and. = Percy Aldridge Grainger 6368-5 3.25 
Far Away’’) (For Two Pianos) (Played by Percy Grainger and 
Lotta Mills Hough) 


les march by Percy Grainger is a tuneful, rhythmically compelling and altogether fascinating 
piece of music. It is not, like many of Mr. Grainget’s pianoforte pieces, a folk-music setting, but its 
lilting melodies as well as their individualistic presentation and handling are wholly his own. And 
he has handled them with characteristic cleverness and skill, fashioning a joyous and lively march 
that is rich in variety and contrasting dynamics, from a soft-treading delicacy to a crashing 
fortissimo. 


CHILDREN’S MARCH: (‘‘Over the Hills and Far Away’’) (Second Piano 
Part Only) .- . . . . . . Percy Aldridge Grainger 11840 2.50 
ROMOnmSONG . |. =... . Percy Aldridge Grainger 5666-4 3.00 
flees attractive bit of music by the Australian composer and pianist, differs from most of his writ- 
ings that have won popular acclaim, for this is not a composition based upon folk music, but is an 


original bit of writing. The composer has volunteered the information that “‘it gives expression to 
feelings aroused by the scenery of the composet’s native country, Australia.”’ 


CONCERTO IN A MINOR, Op. 16 Edvard Hagerup Grieg 
(With Orchestral Accompaniment adapted and added by Percy Grainger ) 


First Movement: Allegro molto moderato ne 6475-6 3.50 
MeeeeNiovemcht dacto. me . - - - .- - -: + ~ 6479-6 3.50 
Third Movement: Allegro moderatoe marcato. . . - . 6485-6 3.50 


errs’ s only concerto for piano belongs to his twenty-fifth year (he lived to be sixty-four). It was 
composed in 1868, at the Danish village of Sdlleréd, where Grieg was spending a summer vacation. 
It remains one of the freshest and perennially most delightful of piano concertos. Henry T. Finck in 
the best book in English on Grieg and His Music remarks upon its “juvenile freshness of invention 
combined with mature technical skill and a polish that few artists acquire so early in life. It is, above 
all things, good music—delightful music, provided it is played by one who understands its deep 
poetic spirit. Pianists whose chief aim is to astonish the natives with their digital dexterity should 
(and do) avoid it. Since Liszt had his enthusiasm aroused by it, in 1870, many thousands have been 
affected in the same way.”’ 
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The first movement is replete with beautiful, haunting melody and with brilliant and felicitous 
harmonization, and its spirited thythmic swing is captivating. Mr. Grainger has played it superbly. 
He is a pianist who does understand “‘its deep poetic spirit,’’ and who proclaims it with authoritative 
eloquence. 

Fine and noble and beautifully inspired as are the other parts of the concerto, the slow move- 
ment is the most appealingly beautiful, the most deeply inspired of all. Here is not alone superlatively 
good music but supremely delightful music—music of ineffable loveliness. Its long-drawn, linked 
sweetness reminds one of Tennyson’s 

“Dark and true and tender is the North.”’ 

The third and final movement of the concerto is technically a rondo on five themes and is based 
on an energetic Norwegian folk-dance. Musically the climax of the work, it is skilfully and brilliantly 
scored and its rushing tonal splendors, its impetuosity and forceful movement sweep all hearers along 
with it in enraptured delight. With what amazing deftness and perfection of artistic workmanship 
the orchestral and piano parts were adjusted and fitted and welded together is shown anew by this 
masterly adaptation by Mr. Grainger. 


COUNTRY GARDENS (British Folk-Music Settings No. 22) 
Percy Aldridge Grainger 6149-4 3.00 


ee English Morris Dance Tune, as the sub-title has it, was written out at Fort Jay, Governors 
Island, New York, in June, 1918, while Mr. Grainger was in the United States military service. The 
sheet music beats a note saying that the dance melody on which this piano setting is based was 
collected from traditional sources by Cecil J. Sharp and is published in ‘‘Morris Dance Tunes”’ and in 
“The Morris Book,”’ both by Cecil J. Sharp and Herbert C. Macilwaine. ‘‘Country Gardens”’ is the 
title of the traditional tune, which is called a Handkerchief Dance. 

It is a bright, merry, lively piece, starting with the rather leisurely swing typical of the old 
Morris Dance, and working up to a violent climax at the end. 


CRADLE-SONG (Wiegenlied), Op. 49, No. 4 Johannes Brahms 67180 2.50 
(Transcription by Percy Grainger) 


Bassin’ lovely Cradle-Song is the best known and the most popular of all his 196 songs. For every- 
thing fresh and genuine he had the heartiest love. He is one of the vast number of great men of whom 
biography loves to relate that they always carried candy in their pockets for the children, and one 
woman described in a letter how she had seen him on a hotel piazza, on all fours, clambered over by 
a crowd of young playmates. So it is not to be wondered at that when he wrote a Lullaby, he made 
it a thing of exquisite and tender beauty. In all the wonderful song literature of Germany there is 
no song more fragrant with sweetness and unfeigned emotion. 

Originally published in 1868, this Cradle-Song has become so popular the world around that the 
music publishers list no less than eighteen transcriptions of it of various kinds. Mr. Grainger’s new 
arrangement of the song as a piano piece, published as *‘Free Settings of Favorite Melodies, No. 1,”’ 
has been made very deftly, reverently and sympathetically; and his playing of it, here recorded, is 
gracefully tender and fine and poetical. 


BASTERN INTERMEZZO =, eee Percy Aldridge Grainger 69970 2.50 


Care Sere of Percy Grainger’s bright and energetic and highly individualistic style, this 
“Eastern Intermezzo”’ is yet strikingly different from any other among the many pieces of his own 
composition which he has recorded for the Duo-Art. It is one of his early works, for it was originally 
composed for small orchestra in his student days at Frankfort-on-the-Main, about 1899. But it was 
rewritten as a piano solo in 1922, and Mr. Grainger’s playing of it throughout the country in his 
recent recitals has established it in public favor. 

This is not to be wondered at, for it has the elements of popularity, in the best sense. It has ap- 
pealing tunefulness. Its harmony is full, rich, novel, interesting, with touches of oriental tints. It 
abounds in decided rhythms and cross-rhythms, and a series of interluding sweeping chords produces 
a particularly piquant.effect. In short, this ‘‘Eastern Intermezzo’’ is a brilliant, vigorous, unconven- 
tional, and delightful piano piece by a composer who knows how to use the piano idiom expertly. - 


EASTERN INTERMEZZO (For Six Hands) (Four Hand Roll) 
Percy Aldridge Grainger 11858 2.00 
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EROTICON CLove Poem), Or. 43, No.5 . . Edvard Hagerup Grieg 6693-3 2.75 


he exquisite little Love Poem, deservedly one of the most famous and most popular of all of 
Grieg’s ‘‘Lyric Pieces,’’ is a song of pure joyousness, entrancingly sung. It is virile, simple, beautiful, 
and perfect. 

In London in 1906, Percy Grainger met Grieg, who was so impressed by the playing of the young 
pianist from Australia that he invited him to his home in Norway. There they spent the summer of 
1907 preparing for the Music Festival at Leeds, England, in the fall, at which Grainger was to have 
played Grieg’s Piano Concerto with the composer himself as conductor. Death, however, frustrated 
the plan, for on September 4, Grieg passed away. Nevertheless, Grainger did play the concerto, and 
gave such a masterly interpretation that ever since he has been identified in a special manner with 
the music of Grieg. 

Here he has recorded a surpassingly fine interpretation of the glowing little tonal poem, 
Eroticon, enunciating all its beauty with sure mastery and making of it a Duo-Art Roll that is a 
treasure, indeed. 


EI@UDE IN APEAT (Posthumous). . - . Frederic Francois Chopin 6548-3 2.75 


A rune of flawless beauty and of loveliness all compact is this Etude in A-flat. 

Kleczynski relates that Chopin himself said of this Study: ‘Imagine a little shepherd who takes 
refuge in a peaceful grotto from an approaching storm. In the distance rushes the wind and the rain, 
while the shepherd geatly plays a melody on his flute.”’ . 

Here Mr. Grainger has played this lovely music beautifully, poetically, magically. 


GAY BUT WISTFUL (From ‘“‘In a Nutshell Suite’’) Percy Aldridge Grainger 6072-4 3.00 


iNeyex, individualistic and thoroughly delightful is this Duo-Art record by Percy Grainger incor- 
porating his own pianoforte arrangement of the second number from his ‘‘In a Nutshell’’ Suite for 
orchestra, piano and Deagan percussion instruments. ‘Gay but Wistful,”’ he says, is ‘‘an attempt to 
write an air with a ‘music-hall’ flavor embodying that London blend of gaiety with wistfulness so 
familiar in the performances of George Grossmith, Jr., and other vaudeville artists. The ‘Gay but 
Wistful’ tune consists of two strains, like the ‘solo’ and ‘chorus’ of music-hall ditties.”’ 


‘“GUM-SUCKERS’’ MARCH (From ‘“‘In a Nutshell Suite’’) 
Percy Aldridge Grainger 6059-4 3.00 


ie is the fourth and final number in Mr. Grainger’s suite ‘‘In a Nutshell,’’ and was originally 
entitled ‘‘Cornstalks March,’’ under the impression that the Australian Victorians were called 
Cornstalks, but before the manuscript of the piece was printed, its composer remembered that they 
went by the name of ‘‘Gum-Suckers,”’ from their habit of chewing the leaves of the Eucalyptus tree, 
which are refreshing in hot weather. It consists of two parts, one like the liveliest kind of English 
rollicking folk-tune, and the other the counterpart of Stephen Foster's soulful melodies, which have 
served Mr. Grainger for models more than once. 

It is a most vivacious piece, fantastic in its general effect, and novel to a degree. When the orches- 
tral version was performed by the New York Philharmonic Orchestra, one critic called it ‘‘a blizzard 
of sounds—a real North Dakota blizzard.”’ 


HORNPIPE (From the ‘‘Water Music’) George Frederick Handel 6754-3 2.75 
(Transcription by Percy Grainger) 3 


lisgper’s most famous instrumental work, the ‘Water Music,”’ is a suite of twenty-five gay and 
sparkling dance movements written at the request of King George I of England for a royal night féte 
on the River Thames early in the summer of 1717. Handel himself conducted its performance on a 
barge next to the King’s, and according to a contemporary account, “fifty musicians played all kinds 
of instruments, viz, trumpets, hunting horns, oboes, bassoons, German flutes, French flutes a bec, 
violins and basses, but without voices. This concert was composed expressly for the occasion by the 
famous Handel, native of Halle, and first composer of the King’s music. It was so strongly approved 
by His Majesty that he commanded it to be repeated, once before and once after supper, although it 
took an hour for each performance.”’ 

The freshness and beauty of this music long kept it popular, and one may well understand why 
from the charming Hornpipe, of which Mr. Grainger has made a masterly piano version. 
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HUMORESQUE™; : ; : : ; . Hl. Balfour Gardiner 6415-3 2.75 


Harz is a clever and delightful novelty in musical humor, capitally played with his characteristic 
vivacity and verve by Percy Grainger. It is modern of the moderns and just the sort of music that 
Mr. Grainger particularly likes to play—and plays with noteworthy skill and mastery. 
This merry, gambolling Humoresque is really humorous. It might be, not inappropriately, a 

dance of super-clever clowns, so full is it of 

Jest, and youthful jollity, 

Quips and cranks and wanton wiles, 

Nods and becks and wreathed smiles. 
It is bright, virile, varied, and rhythmically incisive—an altogether charming piece of piano music 
in thoroughly modern style. 


HUNGARIAN RHAPSODY, No. 12 a Franz Liszt 6497-4 3.00 
IRISH TUNE FROM COUNTY DERRY... Percy Aldridge Grainger 5679-5 3.25 


Ih. his delving among the literature of folk music, Percy Grainger unearthed this quaint Old Irish 
air, which hails from the county Derry. Its original title, unfortunately, has escaped record. 

It is the sixth in Mr. Grainger’s collection of British Folk-Music Settings, which have done so 
much to make the name of this Australian artist famous, and it is dedicated “‘lovingly and rever- 
ently’’ to Edward Grieg, the Norwegian master. 


JUBA DANCE (From*"‘In the Bottoms”) . . . RK. Nathanil Dett 6339-4ueenoo 


Haze is a clever, lively, engrossing novelty that is sure to win great popularity—and it is a 
capitally written piece of music. R. Nathaniel Dett is Director of Music at the Hampton Institute, 
Hampton, Va., and the author of several delightful musical compositions and also 2 book of verses 
called ‘‘The Album of a Heart.’’ His second pianoforte suite, ‘‘In the Bottoms,”’ of which this “‘Juba 
Dance’ is the last number, comprises five pieces giving pictures of moods or scenes peculiar to negro 
life in the river bottoms of the southern sections of North America. Of this final Dance the composer 
writes: 

“This is probably the most characteristic number of the Suite, as it portrays more of the social 
life of the people. ‘Juba’ is the stamping on the ground with the foot and following it with two 
staccato pats of the hands in two-four time. At least one-third of the dancers keep time in this way 
while the others dance. Sometimes all will combine together in order to urge on a solo dancer, to 
more frantic (and at the same time more fantastic) endeavors. The orchestra usually consists of a 
single ‘fiddler’ perched high on a box or table, who, forgetful of self in the rather hilarious excite- 
ment of the hour, does the impossible in the way of double-stopping and bowing.” 


LEPRECHAUN’S DANCE (No. 3 of “‘Four Irish Dances’’) Stanford-Grainger 65720 2.50 


Actoouraun delightful is Mr. Grainger’s deft and dainty performance of this fascinating bit of 
fairy music which is as graceful and as whimsical as Puck himself. Based on traditional Irish folk- 
tunes, the original orchestral version is one of the *‘Four Irish Dances’’ grouped together as the Opus 
79 of Sir Charles Villiers Stanford, Ireland’s foremost composer. Mr. Grainger’s pianoforte arrange- 
ment shows anew his exceptional skill and complete understanding of the resources of his instru- 
ment, In an explanatory note printed in the score he says: 

“In some parts of Ireland the rural population still believes in the existence of Leprechauns— 
tiny man-fairies who wear tall hats and knee-breeches. The man that can catch one of them becomes 
fabulously rich, it is asserted. But they are hard to catch. In fact, few Irishmen ever succeed in catch- 
ing a Leprechaun—‘except in America,’ as Mr. H. T. Parker wittily remarked in the Boston Even- 
ing Transcript. Quite recently a Leprechaun was reported seen in Ireland, and a man was even said to 
have put his hat over him. But on the removal of the hat the fairy was found to have vanished. 
Stanford’s composition reflects the elusive quality of the Leprechaun. Two tunes in 9-8 time, a ‘Jig’ 
and a ‘Hop Jig,’ are employed in this dainty movement.”’ 


LULLABY (From ‘‘Tribute to Foster’>) .  . . Percy Aldridge Grainger 5821-4 3.00 


Ma. Gratncer has achieved in this fascinating Lullaby from the ‘“Tribute to Foster,’’ a com- 
position that is remarkable for sheer novelty in tonal effect and also for its appealing interest to - 
Americans. No annotation could serve better to introduce it than Mr. Grainger’s own words. He 
says: ‘ One of my earliest musical recollections is that of my mother singing me to sleep with Stephen 
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Percy ALDRIDGE GRAINGER—continued 
Foster’s song ‘De Camptown Races’ (‘Doodah’). Two or three years ago I began a composition (half 
dance, half lullaby) for solo voices, chorus and orchestra based on this entrancing ditty entitled 
‘Tribute to Foster,’ in which I wished to give musical expression to these Australian memories and 
to my ever-increasing love and reverence for this great American genius—one of the most touching 
and subtle melodists and poets of all time. My piano piece is a free paraphrase of the lullaby section.”’ 


MARCH-JIG: (‘‘Maguire’s Kick’) (No. 1 of “Four Irish Dances’’) 
Stanford-Grainger 58380 2.50 


olen is a lively and fascinating Irish dance with an irresistible swing and sharp accentuation in its 
rhythmic beat. With his inimitable skill in handling this sort of material and his complete under- 
standing of the resources of the instrument, Mr. Grainger has made a rather free arrangement or 
adaptation for pianoforte from a ‘‘March-Jig’’ composed for orchestra by Sir Charles Villiers Stan- 
ford (the first of a set of ‘‘Four Irish Dances”’ for orchestra constituting the Opus 79 of Ireland’s fore- 
most composer). The tunes on which the piece is based were used in Ireland as marching tunes in the 
eighteenth century. 


MOGEEMIORRiSs  .). ..lCl-Clt. «C-. #«OPerey Aldridge Grainger 5688-4 3.00 


oes title of this charming composition derives from the fact that this dance is an imitation or 
‘“‘mock’’ Morris Dance since it does not employ any traditional Morris Dance themes, but relies 
solely upon original melodies by Mr. Grainger. 


MOLLY ON THE SHORE (Irish Reel) (No. 19 from British Folk-Music 
Settings) . : ; ; é ‘ . Percy Aldridge Grainger 6284-5 3.25 


Ma. Graincer’s lively, gay and charming composition is based on two Cork Reel tunes, known as 
“Temple Hill,” and ‘Molly on the Shore,”’ being respectively Nos. 901 and 902 of the ‘‘Complete 
Petrie Collection of Ancient Irish Music,’’ edited by Sir Charles Villiers Stanford. The piece was 
originally set for string band in 1907, for symphony orchestra and for violin and piano in 1914, and 
the present piano setting was made in 1918. Mr. Grainger has combined the two old tunes very 
effectively and beautifully and skilfully, and here he has played the resultant composition with his 
inimitable verve and dash and rhythmic snap. Also he has achieved a veritable triumph in dynamic 
contrasts between its varying parts, in the variety and gradation of touch and tone, no less than in 
the brilliance and technical sureness of his performance. 


NELL ea 5.) Cg Gabtiel Fauré 6931-3 2.75 
(Transcription by Percy Grainger) 


Mas modern French master, Gabriel Fauré, composed many beautiful songs of marked originality 
which are noteworthy especially for their exquisite impressionism. One of the most beautiful and 
best known of these songs is this ‘“Nell,’’ Op. 18, No. 1. The charming melodiousness and the dis- 
tinctive beauty of this song so strongly impressed Percy Grainger that he transcribed it for the 
piano, and published this transformation of it as No. 3 of his ‘‘Free Settings of Favorite Melodies.”’ 
In remolding Fauré’s song into a piano piece, he has handled it skilfully, reverently, sympathetically 
and has refrained from encumbering it with any extraneous or incongruous embellishments. He has 
taken its pretty, tripping melody and reset it to a full, rich, and singularly appropriate harmonic ac- 
companiment, mostly in short, crisp notes; spicing the whole with effective variety and rhythmic 
incisiveness. The result is altogether charming—a finely wrought piano piece that is sure to make 
friends wherever it is heard. 


RieeRACKER SUITE, Op. 7la . . . Peter [lich Tchaikovsky 


Part I—(1) March; (2) Dance .of the Candy Fairy; G) Russian 
ance, ltepak =... . ee 0795-46. 3.00 


Part II—(1) Arab Dance; (2) Chinese Dance; (3) Dance of the 
Reed Flutes FfEOe phan ne aS lee 


: : ; 6810-4 3.00 
(Transcription by Percy Grainger) 


Wire inimitable verve and masterly skill Percy Grainger has made and recorded for the Duo-Art 
a fine, spirited, captivating piano version of some of the most delightful music in lighter vein ever 
composed by the great Russian master, Tchaikovsky. In 1891 the Imperial Opera in St. Petersburg 


{151 - 


DUO-ART PIANO MUSIC 


-+0S(0)* 
Percy ALDRIDGE GRAINGER—continued 
commissioned Tchaikovsky to compose a fairy ballet based on Alexander Dumas’ version of E. T. A. 
Hoffmann’s fairy tale of ‘“The Nutcracker and the Mouse King.’’ The Nutcracker Suite is the com- 
poser’s own orchestral arrangement of excerpts from the ballet most appropriate for concert per- 
formance. 

Of obvious beauty and individuality is the opening March, written in Tchaikovsky’s'char- 
acteristic style in dainty and charming grace, with marked rhythmic precision, and working up to a 
brilliant climax. 

The Dance of the Candy Fairy is a little musical oddity, but a delightful one, attractively melo- 
dious and graceful. In this number Tchaikovsky was the first composer to make extensive use of the 
Celesta in an orchestral work. It is a keyboard instrument in which plates of steel are struck by 
hammers, and it has a tone of exquisite purity. Tchaikovsky discovered the new instrument in Paris 
(where it was invented), and was so enamored of its ‘‘divinely beautiful tone’’ that he had one sent 
into Russia secretly, lest his rivals, Rimsky-Korsakoff and Glazounov, might hear of it and make 
use of the new effect before he could. 

In the ‘‘Trepak,’’ a characteristic Russian peasant dance, the composer is on his native heath, 
and gives us a gay and lively dance movement of spirited charm. 

The Arab Dance, with its insistent, regular beat, peculiar to the drums of the Near East, and its 
weird melody and exotic accompaniment, vividly conjures up for us desert atmosphere and typical 
Arab scene. It is clever, vigorous, effective, and fascinating. 

Just as fascinating in interest, and even more brilliant and sparkling is the Chinese Dance, which 
is most skilfully fashioned on a foundation of melodic and rhythmic elements that are typically and 
unmistakably Oriental. 

The Dance of the Reed Flutes, perhaps the most popular number in the Suite, is a charming ex- 
ample of Tchaikovsky’s art in its refined and gracious aspects. Here are his delightful individuality, 
his inexhaustible freshness and beauty of melody, a sort of Italian warmth, luxuriance and grace, 
his richness and originality of harmony, his keen fancy for novel and telling effects. 


“ONE MORE DAY, MY JOHN”’ (No. 1 of Sea Chanty Settings) 
Percy Aldridge Grainger 6030-4 3.00 


ee chanty is the sailor’s work-song. Frequently it was made up of many stanzas, or couplets, to 
be sung by the chanty man, with a refrain, repeated at the end of each stanza, sung by all hands. The 
present example, apparently, belongs in another class where the song consists simply in a brief 
chorus, to be lined out first by the chanty man and then sung in unison. The following are its words: 
One more day, my John, one more day; 
O, rock me and roll me over, one more day. 

Mr. Grainger notes, on the printed score, that this chanty is ‘‘from the collection of Charles 
Rosher, F. R. G.S., painter, author, and collector of sea chanties,’’ that it was noted down from his 
singing of it in London in 1906, and that “here in the form of a Preliminary Canter for piano (short 
rambling prelude before starting off to play),’’ it was set in the fall of 1915 in New York City. Boat he 
adds in a footnote: 

“T find it hard to make up my mind as to how far such chanties are of British, Ameen or 
negro origin. Maybe various influences are blended in them. It will be seen that the tail-piece is a 
free addition of my own, as well as several twiddles.”’ 


PARAPHRASE ON TCHAIKOVSKY’S “FLOWER WALTZ” 
Percy Aldridge Grainger 6085-4 3.00 


Axon the beautiful little ‘‘Waltz of the Flowers’’ from Tchaikovsky’s ballet, ‘‘The Nutcracker,”’ 
Percy Grainger has builded a magnificent tonal structure, a palace of sound, and has decorated it with 
a wealth of arabesquery in his own highly individualistic manner. It combines delicate grace, rhyth- 
mic incisiveness, virility and bravura in rare degree. Its intricate patterns are handled with astound- 
ing skill. The whole record is like a great burst of sunshine. 


“PEER GYNT” SUITE, No.1, Ov. 46... °. Edvard Hagerup Grieg 
(1) Daybreak; G3) Aase’ seat eee . . (6522 25ee 
(2) Anitra’s Dance; (4) In the Hall of the Mountain Gine . 6530-35ieer> 


(Transcription by Percy Grainger) 


Ir is not surprising that such an intensely Norwegian piece of literature as Henrik Ibsen’s wildly 
fantastic dramatic poem ‘‘Peer Gynt’’ should have appealed strongly to Grieg’s ardent patriotism; 
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Percy ALDRIDGE GRAINGER—continued 


and a request from Ibsen himself that Grieg (then 31 years old) should undertake to provide exten- 
sive incidental music for the first stage presentation of the strange play proved to be the inspiration 
for some of his best and most characteristic music. 

““Daybreak’’ (more familiarly known as ‘‘Morning’’) is an exquisitely beautiful idyl, repre- 
senting daybreak in Egypt. Peer Gynt stands before the statue of Memnon in the hush of dawn and 
watches the rays of the rising sun strike upon it, when, true to the ancient tradition, the statue sings. 
The melody of the piece is of great simplicity and lyric beauty, as pure and fresh as the dawn itself. 
As the sun rises higher the music swells in volume and power, until a full and joyous climax is 
reached. Then it diminishes and dies away in broken snatches. 

“‘Anitra’s Dance,’’ (another episode of Peer’s Egyptian wandering), dainty, most charming in 
inyention and tinted with the art of a magician in tonal colors, is light and rapid, tender and win- 
ningly graceful, full of arch defiance, playful witcheries, and coquettish confidence. Anitra, the lithe, 
dark-eyed daughter of the Bedouin chief, has won the special favor of the prophet, and dances alone 
before him. Peer is enraptured by her dancing—as is every hearer by this wonderful music. 

“‘Aase’s Death”’ is one of the most sorrowful adagios ever penned, and withal a movingly beau- 
tiful one, cast in the form of a funeral march. After many adventures, Peer has returned to his 
mother’s hut in his native village, to find her on her death bed. Scarcely more than a musical tran- 
script of amood—the mood of gloom produced in Peer Gynt by the death of his old mother, Aase— 
the piece is extremely interesting, and its simple, song-like melody is made the more impressive by a 
most felicitous harmonic treatment of somber sincerity and strength. 

“In the Hall of the Mountain King’’ provides a startling contrast. This is a grotesque dance of 
the trolls (Norwegian mountain sprites). After deserting the unfortunate Ingrid, Peer fled still farther 
into the rugged mountain forest, where he was surrounded when night came by a crowd of trolls, 
who alternately teased and entertained him by their pranks, until they were scattered by the sound 
of the distant church-bells at dawn. The baroque style of the music admirably suggests the clumsy 
nature and the uncanny mood of the tormenting gnomes. 

Mr. Grainger’s piano arrangement of these captivating pieces retains to a surprising degree the 
fullness and richness of their orchestral coloring, and constitutes a new revelation of their pianistic 


_ effectiveness. 


PomeeeoeIN MAJOR, No.2. . ... =. «= # Franz Liszt. 6668-4 


Laser himself wrote of the Polonaise: ‘‘In this form the noblest traditional feelings of ancient Poland 
are represented. In the development of the Polonaise everything cooperated with specifically dis- 
tinguished the nation from others. In the Poles of departed times manly resolution was united with 
glowing devotion to the object of their love. Their knightly heroism was sanctioned by high-soaring 
dignity, and even the laws of gallantry and the national costume exerted an influence over the turns 
of this dance.”’ 

In this magnificent E Major Polonaise, with its martial theme, its majestically imposing 
rhythm, its dignified feeling, Liszt recaptures the heroic and sorrowing spirit of Sarmatia. It has long 
been a perennial and universal favorite in the concert room. 


REEG (No. eof) Pour irish Dances’) . . «. + . Stanford-Grainger - 6117-4 
A REIVER’S NECK-VERSE (Song Accompaniment, Tenor or Sop.) 


Percy Aldridge Grainger 11429-S 


ROMANCE, Op. 28, No.2 . : E ; ‘ : . Robert Schumann 6384-3 


SHEEP AND GOAT ‘‘WALKIN’ TO THE PASTURE”’ (Cowboys’ and Old 


ye 


Fiddlers’ Breakdown) ee ere le 7083-3 
(Arranged by David W. Guion.) 


As a foreword to his piano transcription of this rollicking and typical folk-dance of the Southwest, 
the talented, young American musician, David W. Guion, writes: ‘* ‘Sheep and Goat,’ like ‘Turkey 
in the Straw,’ was written, whistled, sung, or played, once upon a time, by someone somewhere in 
America. The first time I remember having heard it was while trottin’ on my mother’s knees some 
twenty years ago; and I heard it again at the Cowboys’ and Old Fiddlers’ dances and reunions in 
my old home in West Texas. In this arrangement for piano I have used, aside from the original old 
melody of ‘Sheep and Goat,’ a little snatch, here and there, of other old familiar cowboy break- 
downs, and a few ‘side-kicks’ of my own.’’ He has made of it a dashing and brilliant piano piece 
of infectious fun and hilarity, and Percy Grainger has played it with his characteristic and inimitable 
snap and verve and gusto. - 
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Percy ALDRIDGE GRAINGER—continued 


SHEPHERD'S HEY (English Morris Dance Tune) Percy Aldridge Grainger 5661-4 3.00 


Ler Mr. Grainger’s own words serve as a description of the lovely dance air here recorded: ‘This 
is a genuine traditional tune and can still be heard on the fiddle or “pipe and taber’ (a sort of fife and 
drum) as an accompaniment to the sturdy, vigorous dancing of teams of ‘Morris Men,’ decked out 
with jingling bells and other finery, in certain out of tne way agricultural parts of England.” 


SPOON RIVER (No. 1 of ‘‘American Folk-Music Settings’”) 
Percy Aldridge Grainger 66170 2.50 


Pare Gratncer, who has done so well by so many fine old tunes which he has culled from British 
folk-music and saved for modern enjoyment by providing them with new and artistic settings, has 
turned his attention to American folk-music, for which he purposes to do a similar service. Here he 
has taken an old fiddler’s dance tune, a jolly, rollicking, pulse-stirring tune of infectious gaiety, and 
with his wonted skill has made it the basis for another of his inimitable and delightful piano pieces, 
evoking the spirit of a by-gone period. 

The piece is dedicated to ‘‘Edgar Lee Masters, poet of pioneers,’’ from whom Mr. Grainger re- 
ceived the old tune and who wrote concerning it: ‘The fiddle tune below was sent me by Captain 
Charles H. Robinson in the summer of 1915, at my request, after he had written me in regard to the 
‘Spoon River Anthology’ that he had heard the old fiddlers play this tune when he lived in Stark 
County, Illinois in 1857.”’ 


SUSSEX MUMMERS’ CHRISTMAS CAROL (No. 2 of British Folk-Music 
Settings) . . . . . . . <« Percy Aldridge Gramger >] 20 
O: this fine carol Mr. Grainger says: ‘“This beautiful tune (that in some ways resembles a chorale 
more than a carol) was collected by Miss Lucy Broadwood, at Lyne, in Sussex, in the south of Eng- 
land, in 1880, from the singing of somewhat gypsy-like mummers—that is, country-side actors— 


called ‘Tipteerers.’ “‘They used this tune in their Christmas play entitled ‘St. George, the Turk, and 
the Seven Champions of Christendom.’ ” 


SYMPHONIC DANCE, No.1 . . . . 3 . % Scott-Gratnger Gy. re 
(Arranged for and Played on Two Pianos by Cyril Scott and Percy 
Grainger) (For annotation on this number, see page 298) 


SYMPHONIC STUDIES}? Ops 137% : ; . . Robert Schumann 
PartI . 0. 0k ee 
Parca) rr ree rye ee 


Mosr great composers have tried their hand on variations on a given theme. These ‘Symphonic 
Studies,’’ constitute Schumann’s supreme achievement in this form. These variations are remarkable 
alike for originality and scholarship. There is little trace in them of the work of other composers. 
Schumann brings out the resources of the piano in ways scarcely dreamt of before, and hardly sur- 
passed since. There is no attempt at display for its own sake, yet in harmonic treatment, rhythm, and 
speed, the hearer is constantly reminded of the diversity in which one dominant idea can bepresented. 

The eminent English critic, J. A. Fuller Maitland, in his admirable biography of Schumann, 
says: ‘‘A work which is no less masterly in design and effective in execution dates from the same year 
as the ‘Carnival’ (1834) and like it, is built upon a theme connected with Schumann's brief affection 
for Ernestine von Fricken. The melody on which the Symphonic Studies are written is from the pen 
of the lady’s father, and a very beautiful melody it is. All the Studies, or Variations, as they are in- 
differently called, are instinct with originality and strength, and are full of fancy, some of them, as 
for instance No. 2, rise to a height of passion that had not been attained in any former work of 
Schumann's.” 

The eighth of the set with which the second music roll begins, is a study on sharp cross-accents, 
the theme wholly concealed except for its harmonies. The ninth is a study in double notes and oc- 
taves for the wrist. Numbers 10, 11, and 12 are high-water marks in Schumann’s treatment of the 
piano, both in brilliant and poetic effects. Particularly noteworthy in the latter are the accompant- 
ment figure with its rich shimmering of harmony, and the skilful interweaving of two melodies in 
the fashion not long before employed in ‘‘why?’’ (Warum?), most popular of all of Schumann’s short 
pieces. The finale practically exhausts the power of the piano in big chordal effects. 

Well named Symphonic, for at times they become orchestral in richness of imagery and color, 
yet throughout these Studies the very spirit of the piano speaks, a noble and moving language. 
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eee. CCC. SC, Claude Achille Debussy 6409-4 3.00 


Desvssy’s Toccata, a brilliant and fascinating piece, thoroughly impressionistic and Debussian in 
its elements and its fashioning, is the last of a set of three piano pieces which he grouped together 
for publication under the general title of ‘‘Pour le Piano,’’ the other two being a Prelude and a Sara- 
bande. It is a most novel and interesting sonorous impression, in which the mind of a true poet and 
the hand of a subtle harmonist can be traced. There is no straining for effect, no affected posing; all is 
the outcome of an independent genius objectively projecting his ideas in new and original harmonies. 
The piece, despite the modernity of its content, is in the true Toccata form and calls for a pianist of 
exceptional digital dexterity to play it. 
That Percy Grainger has such dexterity goes without saying. It is an interesting footnote to 
- musical history that this Toccata was the first piano piece by Debussy to reach musical audiences in 
eight different countries wherein it was introduced by Mr. Grainger in 1902 and 1903. 


TOmer PoseRING, Op. 43, No.6. : ; . Edvard Hagerup Grieg 6206-3 2.75 


Percy GraINnceER, whom Grieg esteemed highly and was happy to befriend, has here recorded a 
thoroughly sympathetic and movingly beautiful interpretation of one of the most beautiful and best 
loved of those short “‘Lyrical Pieces’’ which are most truly characteristic of the Norwegian com- 
poser’s genius. At his hands this “‘celestial’’ spring song, with its ravishing left-hand melody and 
its superb climax, is made to reveal anew its fresh and joyous beauty and captivate again the hearer, 
no matter how familiar he may be with it. 


TURKEY IN THE STRAW (Cowboys’ and Old Fiddlers’ Breakdown) 
David W. Guion 6444-3 2.75 


Ts there ever was a musical piece of fun and frolic and jollity all compact, this Cowboys’ Breakdown 
is it. And none of its vim, zip and gaiety has been lost in this clever and amazingly skilful concert 
transcription for piano by the young American musician, David W. Guion (born in Battinger, Texas, 
in 1895). Mr. Guion says of it: 

** ‘Turkey in the Straw’ every American, of course, knows; but not as I do, for I have danced to 
it thousands of times out here at the cowboy dances until I was almost ready to drop. 

“TI do not know why, where, when or by whom it was written, but the cowboys and old fiddlers 
rather look on it as their ‘national hymn.’ In this concert transcription, I have tried to write it just 
as I have so often heard it whistled and played by our funny old fiddlers, the cowpunchers and cow- 
boys. It is not easy—it was not meant to be, but I certainly could have made it a great deal harder to 
play.” 

Difficult as it is, Mr. Grainger (very much in whose own liveliest vein the piece is conceived) 
plays it with amazing dash and spirit and vigor and yet with as confident a sureness as if it were the 
easiest of exercises. 


TWO MUSICAL RELICS OF MY MOTHER: ‘“‘Hermund the Evil’’ (Faeroe 
Island Dance Folk-Song); ‘‘As Sally Sat A-Weeping’’ (English 
Folk-Song from Dorsetshire). (Arranged for Four Hands, Two 
Beeos, by Percy Grainger): . . 


a ede ee 6760-4 3.00 
Played by Rose Grainger and Percy Grainger 


Herz ate two captivating folk-tunes, bright, lively, sturdy and gay, capitally arranged for two 
pianos by Percy Grainger with his characteristic vigor, verve and snap and his remarkable command 
of harmonic resource. Concerning this unique Duo-Art Roll, Mr. Grainger says: 

‘During the war, when the United States Army band in which I was serving was expected to go 
to France at any moment, I recorded for the Duo-Art Piano 22 sketches of unfinished compositions 
and folk-music settings of my own, so that, in all eventualities, these musical ideas would be pre- 
served as teliably and accurately as possible. Amongst these sketches were the two folk-song set- 
‘tings here published, which my beloved mother recorded with me, on two pianos, for the Duo-Art 
on February 23, 1918—she playing substantially the first piano part in both cases (though some de- 
tails of distribution and texture have been changed since 1918). This roll is the only record extant of 
her piano playing. 

‘“T am glad that my mother played just these particular things; firstly, because of her special 
fondness for Faeroe Island folk-song (she found in it a richness. a warmth, a manliness that led her 
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to prefer it to all other folk-music); secondly, because both these melodies voice a countrified, 
farmer-like, sturdy gaiety that was so outstanding a feature of her own nature and of the family from 
which she sprang, and which shone forth so engagingly in the rhythmic robustness of her piano 


playing.” 
WALKING TUNE . . . . :. . . Percy Aldridge Grainger, 5/3>:-4meee 
ZANZIBAR BOAT SONG (Piano Solo) . . Percy Aldridge Grainger 6824-3, 2.75 


‘Tar fine piano piece was composed in London, in 1911, and was inspired by the following verses by 
Rudyard Kipling which stand as a motto at the head of the story entitled “‘In Error’ to be found in 
the famous collection called ‘‘Plain Tales from the Hills’’: 


They burnt a corpse upon the sand— 

The light shone out afar; 

It guided home the plunging boats 

That beat from Zanzibar. 

Spirit of Fire, whe er Thy altars rise, 

Thou art the Light of Guidance to our eyes! 
SatsETTE Boat-Sonc. 


‘‘The reading of these verses,’’ says Mr. Grainger, ‘‘induced a musical mood (in which the wist- 
ful theme of the poem and the rhythmic suggestion of ‘the plunging boats’ played their part) out of 
which the composition emerged. But in no sense is it ‘program music’ ; in no sense does the music aim 
at portraying the events and thoughts set forth in the poem—nothing beyond the voicing of a musi- 
cal mood evoked by the poem.” 

Needless to say, it does that very skilfully, and its wistful melody, broad chords, and curious 
“‘plunging’’ rhythm combine in producing a beautiful piece. 
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Alfred Cortot 


LFRED CORTOT, another of the steadily growing number of eminent artists who 
record their interpretations only for the Duo-Art Piano, is one of the greatest 
pianists France has ever produced. He is professor of advanced piano playing at 

the Paris Conservatoire, and throughout Europe, from Spain to Russia, he is known as one 
of the foremost pianists of his time, not alone in the sureness and brilliancy of his technical 
powers, but also for his intellectual, emotional and poetical abilities as an interpreter of 
music’s noblest content. 

Alfred-Denis Cortot is the son of a French father and a Swiss mother, and was born at 
Nyon, Switzerland, on September 26, 1877. At the Paris Conservatory he was a pupil of 
Decambes, Rouquou, and Diémer, winning first prize for pianoforte in 1896. That year, also, 
he made his début as a soloist with Colonne’s orchestra, with signal success. In 1898 he went 
to Bayreuth, where he remained for three years, studying Wagner’s works and serving as an 
instructor at the Festivals. Returning to France, he instituted an active propaganda for the 
music-dramas of Wagner, and in 1902 conducted the first French performance of ““The Dusk 
of the Gods.’’ In 1905 he returned to the pianoforte, thereafter making many tours of France, 
Germany, Austria, Holland, Spain, England, Switzerland, Russia and Italy, meeting every- 
where with emphatic success. He has been a professor at the Paris Conservatory since 1907, 
and has received many honors and decorations. He has made several visits to the United 
States. 
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Alfred Cortot in the Duo-Art Recording Studio 


? Duo-Art Records by Alfred Cortot 
Aigetet@m from F Minor Concerto) . . . . . «. Bach-Cortot -6330-3 2.75 


Il adapting for the piano this lovely Adagio from one of Bach's violin concertos, Alfred Cortot 
has done a fine and praiseworthy thing and has done it with masterly skill and effectiveness. For he 
has thereby produced a new piano piece that cannot fail to delight every hearer who takes delight in 
musical beauty of a pure and lofty kind. In the time of Bach the word “‘Concerto,’’ though applied 
exclusively to instrumental music, had a less restricted signification than is now given to it as a 
composition devised primarily for the display of a solo instrument. 

This slow movement ftom the Violin Concerto in F Minor consists of a strong and beautiful 
melody—a simple but expressive song of joyous aspiration —and an equally simple accompaniment 
in which the harmony in every bar is felt to be inevitably right as well as ravishingly beautiful. 
Besides the appeal of its pure loveliness, the piece exhibits and exemplifies the wonderful unity of 
idea and formal construction that gives the stamp of the true work of art to Bach’s compositions 
and explains the magical attraction which they exert on such a musician as M. Cortot who makes 
them his earnest study. | 


ALBUM LEAF (Feuillet d’Album) .  . 3 . ~ «© ~~. = Emmanuel Chabrier 69690 2.50 


Cuasrizr did not write much piano music, but what he did compose was skilfully written and 
bears the stamp of his individuality. The ‘Album Leaf,’’ here beautifully recorded by Alfred 
Cortot, is a charmingly simple little piece,,with a pretty singing melody effectively set forth to an 
appropriately simple accompaniment of distinctively beautiful harmonies. 


ANDANTE SPIANATO AND POLONAISE, Op. 22 Frederic Francois Chopin 6365-6 3.50 


Tus work was composed about 1830, in Paris, and its vivacious, crystalline, gracious and refined 
measures bear the stamp of the elegant Paris of that date. Chopin introduced it at a Conservatory 
concert for the benefit of Habeneck on April 26, 1835, and that was the only time he played the Polo- 
naise with orchestral accompaniment, according to Professor Niecks, who wrote of it: 

‘The introductory Andante (in G major and 6-8 time), as the accompanying adjective indicates, 
is smooth and even. It makes one think of a lake on a calm, bright, summer day. A boat glides over 
the pellucid, unruffled surface of the water; by and by halts at a shady spot by the shore, or by the 
side of some island (3-4 time), then continues its course (6-8 time), and finally returns to its moorings 
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(3-4). I can perceive no connection between the Andante and the following Polonaise (in E-flat 
major) except the factitious one of a formal and forced transition, with which the orchestra enters 
on the scene of action. The orchestra plays a very subordinate and often silent rdle, being indeed 
hardly missed when the pianoforte part is played alone. The pronounced bravura character of the 
piece would warrant the supposition that it was written expressly for the concert room, even if the 
orchestral accompaniments were not there to prove the fact. A proud bearing, healthful vigor and a 
sprightly vivacity distinguish Chopin on this occasion.”’ 


AT THE SPRING (Au Bord d’une Source) . .  . . Franz Liszt? 6664=3meey > 


ie his artistic wanderings in young manhood through Switzerland, Italy, France, Liszt garnered 
much that was good and beautiful, and he recorded his impressions and emotional reactions in a 
series of piano pieces which he grouped under the collective title of ‘‘Années de Pélerinage’’ (Years of 
Pilgrimage). The whole collection contains nothing more beautiful than “‘Au Bord d’une Soutce,”’ 
the eighth piece in the section known as “‘The First Year—Switzerland.’’ It was composed in 
1835-6 and first published in 1842. 

Here is the very quintessence, transferred into lyric and liquid music, of an ever-welling, bub- 
bling, flowing spring, gushing forth waters of crystalline clearness and unsullied purity. The little 
piece is a tour de force, if you will, but it is compacted of exquisite loveliness. It is altogether de- 
liciously idyllic. It is a memento from Vergilian meadows, with soft summer airs shimmering 
through its every bar. 


BERCEUSE (From the “‘Dolly Suite,”) Op. 56, No.1. ~ Gabriel Fauré 6241-yuee7 5 


Gisnuen Faur&’s ‘Dolly Suite’’ is a group of charming little piano duets, written with great 
delicacy and refinement and disclosing a subtle appreciation of childhood’s joys and sorrows. Here 
the eminent French pianist, Alfred Cortot, has made a very skilful and very beautiful transcription 
for piano solo of the first piece in the group—a Doll’s Cradle Song, which is altogether lovely in its 
gentleness, daintiness and surpassing delicacy. This is miniature painting in music of the most ex- 
quisite kind. 


ETUDE IN A MINOR, Ob. 25, No. 11 C‘Winter Wind’’) 
Frederic Francois Chopin 6606-3 2.75 


Tbsashigen bravura study of the highest order; and is captivating through the boldness and origin- 
ality of its passages, whose rising and falling waves, full of agitation, overflow the whole keyboard. 
The canvas is Chopin’s largest—for the idea and its treatment are on a scale of vast grandeur. It is 
open-air music, storm music, and at times it moves in processional splendor. It takes prodigious 
power and endurance to play this work, prodigious power, passion and no little poetry. Possessing 
these requisites in eminent degree, the great French pianist, Alfred Cortot, has here recorded a mag- 
nificent interpretation of this superb Study, in which a zigzagging figure transforms itself into a 
mighty rushing wind. 


ETUDE LIN: D-FLAT Or, 25 Nowce aa . Frederic Francois Chopin 67409 2.25 


Coormy’s Studies are poems fit for Parnassus yet they also serve a very useful purpose in pedagogy, 
said James Huneker; and Hans von Bulow called this D-flat Study “‘the most useful exercise in the 
whole range of étude literature. It might truly be called indispensable to the pianist, if the term 
through misuse had not fallen into disrepute;’’ and he recommended it as a remedy for stiff fingers, 
and for the cultivation of double sixths, and preparatory to performing in public, advised playing it 
through six times! 

“‘Chopin’s music‘, again declared Huneker, ‘‘maynot—despite its canonic classicism—conform to 
the standards of the art of Bach and Beethoven, but apart from its message its very externals are 
marvelous. Delicate in linear perspective, logical in architectonic, its color is its chief charm. 

‘He is nature’s most exquisite sounding-board and vibrates to her with intensity, color, and 
vivacity that have no parallel. . . . Chopin is the color genius of the piano, his eye was attuned to 
hues the most fragile and attenuated.”’ 

This euphonious and brilliant Study abounds in color and vivacity, and Mr. Cortot presents 
these elements with consummate mastery in this fine Duo-Art roll. 
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ETUDE IN EMAJOR, Op. 10, No.3. . Frederic Francois Chopin 6524-4 3.00 


i wonderfully poetic Study in E major the late James Huneker declared to be among the finest 
flowering of the composer's choice garden and one in which the more intimately known Chopin re- 
veals himself. ‘‘It issimpler,’’ he says, ‘‘less morbid, sultry and languorous, therefore saner, than the 
much bepraised Study in C-sharp minor, No. 7, Opus 25. Niecks writes that this Study ‘may be 
counted among Chopin's loveliest compositions.’ It combines ‘classical chasteness of contour with 
the fragrance of romanticism.’ Chopin told his faithful Gutmann that he ‘had never in his life writ- 
ten another such melody,’ and once when hearing it raised his arms aloft and cried out: ‘Oh, ma 
patrie!’ I cannot vouch for the sincerity of Chopin's utterance for as Runciman writes: ‘They were a 
very Byronic set, these young men; and they took themselves with ludicrous seriousness.’ *’ 

Be that as it may, this Etude is all of loveliness compact. It is more in the nocturne than study 
style, and here the eminent French pianist, Alfred Cortot, has so played it—making it a poem of 
ravishing beauty and an unalloyed delight. 


ETUDE EN FORME DE VALSE ; k . Charles Camille Saint-Saéns 6372-4 3.00 


Ix has been well said that the purely classical, instrumental works of the great French master, 
Saint-Saéns, constitute ‘‘a wonderful monument of learning, technical skill, and that peculiar un- 
translatable quality, esprit.’’ A worthy stone in that monument is this solid but polished and bril- 
liant concert Study in the Form of a Waltz, which possesses all of the above enumerated qualities and 
is rich also in sparkling variety and grace. 


ETUDES, Op. 25, No. 9 (‘‘Butterfly’’) and Op. 10, No. 5 (‘Black Key’’) 
Frederic Francois Chopin 6593-4 3.00 


lee eminent French pianist, Alfred Cortot, has here recorded a somewhat individualistic but alto- 
gether charming interpretation of two of the most celebrated and most popular of Chopin's famous 
Studies—‘‘Etudes,’’ so-called but in reality unique and exquisite tonal poems as well as exemplary 
essays in emotion and manner. 


ETUDE (Pathetic), Op. 8, No.12 . . Alexander Nikolaevich Scriabin 66230 2.50 


DcRIABIN’s Opus 8 consists of twelve Studies, composed about 1893 or '94, probably in the course of 
holiday travels in the country, for most of his music was inspired thus. In fact he drew his inspiration 
from Nature more perhaps than any other musician since Beethoven and Brahms. His highly sensi- 
tive and impressionable mind responded easily to the appeal of Nature. This ‘‘Pathetic’’ Etude, the 
last of the set, is a beautifully melodious and charming piece which recently has come into great 
favor with pianists of discriminating taste; and, early as it came in Scriabin’s career, it contains 
more than a mere hint of those individualistic touches in harmonic treatment which later came to be 
the most noteworthy characteristic of this great Russian composer's work. M. Cortot has played it 
with exquisite clarity and grace and with complete understanding of its poetic content, and has 
made of it a very beautiful Duo-Art Record-roll 


HUNGARIAN RHAPSODY, No. 11 . : eee . Franz Liszt 6135-4 3.00) 


Luszr’s confessed purpose in writing his Hungarian Rhapsodies was to create what he called 
“Gypsy Epics.”’ 

The basis of the Rhapsodies being thus distinctly national, he has in a manner indicated in their 
character and tempo the dual nature of the Hungarian national dance, the Czardas, which consists 
of two movements, a Lassu, or slow movement, alternating at the will of the dancers with a wildly 
impetuous Friska. , 

The Eleventh Rhapsody, which was published in 1854, is one of the shortest of the whole nine- 
teen in print, but it has distinct characteristics that differentiate it from the others. It has a rather 
longish introduction of changing modes and a very striking coda. It starts in the key of A Minor, but 
winds upinthat of F-sharp major. ~ 


IDYLLE (Piece Pittoresque No. 6) . «. « « Emmanuel Chabrier 69100 2.50 


Tk this entrancingly beautiful Idyl a broad legato melody of marked individuality and distinction, 
singing lyrically and idyllically, rises and falls and follows its course in bird-like flittings, against a 
novel and highly effective harmonic background consisting of a staccato accompaniment, varied, 
here and there, by a skilful and judicious employment of trills and runs and other decorative embel- 
lishments. The fine, sustained, singing tone of the adorable melody makes a very beautiful and 
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vividly telling contrast with the almost continuous staccato accompaniment, which is so replete and 
tapid in movement that it takes both hands to play it; and the whole piece is truly picturesque, idyl- 
lic, and imaginatively poetic. 

M. Cortot has interpreted it with his consummate mastery, and this superfine record-roll pro- 
vides at once a test and a proof and demonstration of the marvelous powers of the Duo-Art Piano. 


LITANY (Transcription by Alfred Cortot.).  . .  . Franz Schubert 6126-4 3.00 


ee ineffably beautiful Litany finely shows M. Cortot’s piano mastery. It shows him also if not as 
a composer, at least as an exceptionally skilful adapter. He has taken Schubert’s lovely song and, 
while handling it with the utmost reverence, has transformed it into a glowingly beautiful piano 
piece, a thing of noble simplicity and an entrancing loveliness, that serves admirably to exhibit cer- 
tain qualities of the great French master’s art. It calls for no display of technical brilliancy; but here 
are the rarer beauties of delicate touch, pure singing tone, finesse in shading—in brief, of poetic feel- 
ing transmuted into musical pure gold. 


THE MAIDEN’S WISH . . . . .. | . . Chopin-Liszt  GA7SmImmENOO 


(Casta had a habit of playing original songs for his friends, but often neglected to put them on 
paper and so many of them were lost to posterity. ‘Seventeen Polish Songs,’’ composed by him be- 
tween 1824 and 1844, were collected and published after his death as Opus 74. Most of these are not 
particularly noteworthy; indeed, they seem almost rudimentary compared to the songs of such mas- 
ters of this form as Schubert, Franz, Brahms, Tchaikovsky and Richard Strauss. But two of them, at 
least, ‘“The Maiden’s Wish”’ and ‘‘My Joy,’’ Liszt found to be veritable gems, and proclaimed them 
to the world as such by providing them with appropriate settings as two of his inimitable piano 
transcriptions. 

The first and better known of these, *““The Maiden’s Wish,’’ was originally a pretty mazurka. 
Marcella Sembrich used to play and sing it most charmingly in the singing lesson of ‘‘The Barber of 
Seville.”’ Liszt's paraphrase is a brilliant transmutation of the song into the piano idiom, elaborating 
and expanding it in three variations which scintillate and dazzle with ravishing tonal colors. 


PRELUDE IN D-FLAT, Op. 28, No. 15 C‘Raindrop’’) Frederic Francois Chopin 6773-3 2.75 


Prruars the best known of all the Preludes composed by Chopin, this one has a nocturnal char- 
acter. ‘‘Of its beauty, balance and exceeding chastity there can be no doubt,’’ declared Huneker. 
“The architecture is at once Greek and Gothic.”” Jean Kleczynski, a Pole and a pianist, who has 
been credited with an exceptional understanding of Chopin, wrote of it: ‘‘The foundation of the 
picture is the drops of rain falling at regular intervals, which by their continual patter bring the 
mind to a state of sadness; a melody full of tears is heard through the rush of the rain; then passing 
to the key of C-sharp minor, it rises from the depths of the bass to a prodigious crescendo, indicative 
of the terror which nature in its deathly aspect excites in the heart of man. Here again the form does 
not allow the ideas to become too sombre; notwithstanding the melancholy which seizes you, a 
feeling of tranquil grandeur revives you.”’ 
To Niecks, the C-sharp minor part affects one as in an oppressive dream: ‘“The re-entrance of the 
opening D-flat, which dispels the dreadful nightmare, comes upon one with the smiling freshness of 
‘dear, familiar nature.”’ 


ROSMUNDE IMPROMPTU, Op. 142, No.3. . .  . Franz Schubert 6441-4 3.00 


Ix 1823 Schubert was commissioned to compose an overture and ten short pieces of incidental 
music to ‘‘Rosamunde, Princess of Cyprus,’’ a play of ultra-romantic character by Wilhelmine von 
Chezy, who had concocted the weird and troublesome libretto of Weber's opera ‘‘Euryanthe.’’ This 
play, which was staged at Vienna on December 20, 1823, was'a dismal failure and was withdrawn 
after its second performance. Schubert’s beautiful musical numbers, however, were received with 
acclaim. 

One of the parts which Schubert himself thought so highly of that he saved it for further use 
was the lovely air that he made the basic theme of this fine Impromptu, the third of the four making 
up his Opus 142. It is a theme of impressive nobility, of lofty and undying beauty. Its impressive 
proclamation, filling eighteen measures, is followed by a series of five variations, which are filled 
with richness and variety and include a wide range of musical emotion. 


WEDDING CAKE (Caprice-Valse) (For Two Pianos) (Accompaniment 
Roll—First Piano Part Only) . . Charles Camille Saint-Saéns 11049 2.25 
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GNAZ FRIEDMAN is a musical artist 
of extraordinary talents and distinc- 
tion who had won remarkable success 

in pianistic tours of Europe for fifteen 
years before he made his first visit to the 
United States in 1920. He was born at 
Podgorze, near Cracow, Poland, on Feb- 
ruary 14, 1882, began to play the piano 
when only three years old, and at the age 
of eight years could play remarkably well 
and transpose Bach’s fugues with ease. 
His father was his first teacher, and after 
touring Poland, Russia, and other Euro- 
pean countries asa child prodigy, he settled 
for a time in Leipzig, where he studied 
composition with Hugo Riemann. Then 
he spent a long term of years in pianoforte 
study in Vienna with the famous master 
Leschetizky, whose friend and assistant he 
subsequently became. : | 

Friedman is a man of large and powerful physique and he plays the piano in a very 
manly fashion, disclosing technical resources of the most unusual sort, extraordinary vir- 
ility, brilliancy and speed, a command of the mechanism of piano playing that accomplishes 
the most exacting technical tasks without apparent effort, and also without any attempt to 
turn this mastery into a means of personal display. In passages demanding strength and 
power there is almost overwhelming energy in his playing; yet imposing as it is, it is always 
eminently sane, lucid and pleasure-giving. He can evoke magic tones of exquisite beauty and 
charm and his interpretative abilities are of a high order. 

He has won considerable reputation as a composer, having published thus far eighty- 
five works including a piano concerto, a quintet, three string quartets, pieces for ’cello and 
piano, several beautiful songs, and numerous solo piano pieces of merit. He has also pub- 
lished new editions of the complete pianoforte works of Chopin and Liszt, showing 
thorough musicianship and great erudition. 


ZANE 
Soar secre ip Ua 
Fone Aa 


PAAOAMNOOOONVONOCOHHOOOOOHOOAAARATAAAARORANMAAN re 


fy 


Mr. Friedman records his interpretations exclusively for the Duo-Art Piano. 


Duo-Art Records by Ignaz Friedman 


BA@EADE IN FMINOR, Or.52 . . . . Frederic Francois Chopin 6556-4 3.00 


Crorw’s four Ballades take high rank among the most original and the loftiest and most beautiful 
of all his works. This one, the last of the four, declares Huneker, “is Chopin in his most reflective 
yet lyric mood. Lyricism is the keynote of the work, a passionate lyricism, with a note of self- 
absorption, suppressed feeling—truly Slavic, this shyness!—and a concentration that is remarkable 
even for Chopin. 

‘'There is passion, refined and swelling, in the curves of this most eloquent composition. It is 
Chopin at the supreme summit of his art, an art alembicated, personal and intoxicating. I know of 
nothing in music like the F Minor Ballade, which is as subtly distinctive as the hands and smile of 
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Lisa Gioconda. Its inaccessible position preserves it from rude and irreverent treatment. Its witchery 
is irresistible.”’ 

Its passion, its subtle poetry, its dramatic fervor, its haunting witchery are all conveyed with 
rare skill in Ignaz Friedman’s fine interpretation reproduced in this wonderful Duo-Art Record—a 
superfine roll which every Duo-Art patron should own. 


BLUE DANUBE WALTZES, Op. 314. . . .  . ° Johann Strauss 6984-4umeanoO 


Tux most popular piece of dance music ever composed—distributed to the extent of several millions 
of copies, and known and loved the world around —Strauss’s group of Waltzes: ‘‘On the Beautiful 
Blue Danube,’’ here receives at the hands of a master-pianist a superb and captivating performance. 
Besides the fact of its surpassing popularity, this composition is especially interesting because it was 
the first vocal waltz written by Strauss (that is, the first with parts for chorus as well as for instru- 
ments) and thus marks in his career the point of transition from his earlier work in dance music 
alone to his later activity, after 1870, as a composer of operettas. And it is typical of the formal 
scheme adopted by Strauss for his waltzes—a plan that has been well described as a chain of several 
links, somewhat loosely connected. Each link is a small and concise waltz-movement, as a rule in 
“three-part song-form’’—that is, consisting of statement, contrast, and restatement. First of all, 
there is a rather elaborate introduction, in a tempo contrasted with that of the waltzes, and in a 
mood anticipatory of them. For the sake of variety, there are slight changes of key from waltz to 
waltz, effected by a few modulating chords called the ‘‘Intrada’’ (Italian for ‘‘entry,’’ or ‘‘introduc- 
tion’). In the rhythmical patterns of the melodies there is also generally pronounced contrast. The 
last link of the chain is more cunningly wrought than the others, and performs the function of a 
coda by re-echoing all the main melodies of the links that have preceded it. 


LA‘ GAMPANELUA (Pacaninie tude Nc) mn seem ee Franz Liszt 6666-4 3.00 
(Arranged by Busoni and Friedman.) 


Warn Liszt was a youth, Niccolo Paganini, the miraculous violinist, set his brain seething and 
gave him the inspiration for his transcendent technic. Among the most remarkable of Liszt’s superb 
transmutations into the piano idiom of works composed for other instruments are those of six studies 
for the violin by Paganini, of which the third, ‘La Campanella,”’ is the best known. Here Mr. Fried- 
man has recorded a magnificent performance of this piece, which brings to mind Poe’s lines: 

What a gush of euphony voluminously wells, 

To the rhyming and the chiming of the bells. 

It is such a masterly interpretation, indeed, as Liszt himself would have rejoiced to hear. 


DES ABENDS (Evening) AND WARUM? es Fantasiestucke, Op. 12, 
INfoielh eves) ; . . Robert Schumann 6570-4 3.00 


Scrumann’s ‘‘Fantasy-pieces’’ (eight short piano pieces grouped as Opus 12), were written in 1837, 
and are an attempt to arouse by music certain rather general states of feeling. The work as a whole 
belongs to a series that is of great interest for its reflection of Schumann’s emotional state in one of 
the most critical periods of his life—those years during which he strove so valiantly for the hand of 
Clara Wieck. 

The mood of the first piece, ‘‘Des Abends,’’ or ‘‘Evening,”’ as its title indicates, is that of com- 
ing night—serenity, meditation, rest. The quietly progressing melody and the graceful, delicate 
accompaniment unmistakably suggest this. 

Perhaps the most popular of all Schumann’s short pieces is the oneentitled ‘‘Warum’ aC! ‘Why?’’) 
It is a most appropriately so named, for this music is a continued query, a question ever asked but 
unanswered, voiced by six notes only, yet never approaching the mood of monotony. 


DON JUAN FANTASIA. . . . . . . . . Franz Liszi G5 een 


(Note—Because this composition is too long to be recorded on one roll, and cannot be divided 
into two parts, it has been necessary to omit certain measures from its less important parts. Mr. 
Friedman has made these cuts judiciously and skilfully, and without any impairment to the beauty 
and development of the whole work as an artistic entity.) 


Liszr’s Fantasia on themes from Mozart’s opera of Don Juan, more familiarly known by its Italian 
title of ‘Don Giovanni,’’ was one of the stupendous virtuoso pieces with which the greatest of all 
pianists astonished and captivated all hearers in his young manhood. He first improvised these 
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operatic fantasias at his recitals in Italy and with them for the first time succeeded in making the 
Italians interested in piano playing. They soon.found great favor in other countries also; so much so 
that eager publishers used to follow Liszt from city to city, begging him to put his fantasias on paper 
and allow them to print them. There are thirty-six of these fantasias, ranging from ‘‘Sonnambula”’ 
and ‘‘Lucia’’ to the operas of Mozart, Verdi, and Wagner; and perhaps the greatest of them all is the 
“Don Juan.”’ 

In truth, this great Fantasia, with its massive and orchestral effects, reproduces the spirit of 
Mozart's ‘‘Don Giovanni”’ and is richly studded with the pearls and diamonds of Liszt's own genius, 
besides being couched throughout in his wonderful pianistic idiom. Mr. Friedman’s performance of 
it is an achievement of wonder-compelling mastery, and its perfect reproduction makes a superb Duo- 
Art Record-roll. 


HeeeeeNcrsOp, 10,No.5. . . .-:. :. . Ignaz Friedman 65830 2.50 


Fire Danse” C‘She Dances’) is a brilliant, melodious and fascinating concert waltz, inspired by 
and dedicated to that Queen of the Russian Ballet and Personification of Rhythmic Grace, Anna 
Pavlowa, who has featured it on her programs many times. Mr. Friedman is a composer of originality 
and force as well as one of the foremost of living pianists, and this waltz is a fine and spirited piece of 
modern music, skilfully fashioned and of exceptional charm. Its musical ideas are cleverly handled, 
its melodic appeal is enhanced by a rich and varied harmonic setting, and its rhythmic swing and 
sway are captivating. Here its composer has played it brilliantly, gracefully, delightfully. 


NG Ge, .  Schubert-Liszt 6407-4 3.00 


Scovsurr composed his famous song, ““The Erlking,’’ in 1815, when he was a hard-working school 
teacher of eighteen. Goethe, the author of the ballad, was then sixty-six years old. Concerning the 
manner in which the song was composed, Schubert’s friend, Spaun, has left this record: 

“One afternoon I went with Mayrhofer to Schubert, who was living at that time with his father 
in the Himmelpfortgrunde. We found Schubert, all aglow, reading ‘The Erlking’ aloud from a book. 
He walked up and down the room several times, book in hand, then suddenly sat down and as fast as 
his pen could travel put the splendid ballad on paper. As he had no piano, we hurried over to the 
Convict (the Imperial School for training the choristers for the Court chapel), and there ‘The Erl- 
king’ was sung the same evening, and received with enthusiasm.” 

Liszt’s transcription of this wonderful song, of which Ignaz Friedman has recorded here a 
powerful and magnificent performance, is poetically conceived and deftly wrought. None of Schu- 
bert’s dramatic quality is lost, and the setting for each part is convincingly characteristic of the 
words of the ballad. It displays all the richness and color and emotion of the original song in a piano 
version that is worthy alike of Schubert and of any pianist. 


BPiveewALIZES, Op. 51 . : ; : ; : .  . Ignaz Friedman 6830-4 3.00 


Tee making of this fine record-roll is one of the most remarkable feats ever achieved in a place 
where wonders sometimes happen—the Duo-Art Recording Studios in Aeolian Hall, New York. 
For the “‘Five Waltzes’’ making up Ignaz Friedman’s fifty-first published musical work were com- 
posed * ‘for four hands,”’ that is, as a piano duet, and so can only be played by two pianists. But here 
is a wonderful performance of them by the composer himself, unassisted by any other pianist. Mr. 
Friedman played, separately on the Duo-Art recording piano, the part allotted to each pianist in the 
original score. Then the two records thus produced were combined in the Duo-Art studios to make 
the complete record of the composition—a unique music-roll which may be said to represent one of 
the foremost of living pianists playing a duet with himself. 

These ‘‘Five Waltzes’’ are altogether delightful. Melodious, richly harmonized, abounding in 
clever virtuoso touches and effective contrasts, irresistible in rhythmic swing and sway each is strik- 
ingly individual and surprisingly different from all the others; and the only fault one can find with 
any of these sparkling and vivacious pieces is that each is too short. 


FIVE WALTZES, Op. 51, For Two Pianos (Second Piano Part Only) 
Ignaz Friedman 11560 2.50 
HUNGARIAN RHAPSODY, No. 14... ‘ Franz Liszt 6808-4 3.00 
(Arranged and Played by Ignaz pears 7 


Laser turned to Gypsy music, says August Spanuth, ‘‘to rescue it for art by giving it a characteristic 
form to dwell in, a form all its own and filled with nothing but the ingredients of its best features. 
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And this form Liszt chose to call Rhapsody; a happier name he could not have chosen. Rhapsodies 
they are in their outbursts of passion and stretches of touching dolefulness.”’ 

This Fourteenth Hungarian Rhapsody, despite the thirteen similar works that had preceded it 
from the same author, has an originality and freshness that are amazing. It is one of the longest and 
most elaborate of all of Liszt’s Rhapsodies, and one of the most popular. It opens with a grand 
funeral march, and provides a wealth of splendid and vivid contrasts between this and its sparkling 
Allegretto Zingarese and the dizzy whirl of its Finale. Ignaz Friedman has made a finely effective new 
arrangement of this dazzling Rhapsody, and here has recorded a superb performance of it that brings 

? out all its variety, sparkle and passion. 


IMPROMPTU IN A-FLAT, Op. 29 . . . ~~. Frederic Francois Chopin 6481-4 3.00 


Caorm composed four pieces to which he gave the title Impromptu, pieces that, with all the free- 
dom of improvisations, yet have a well-defined form—a structural impulse, although the patterns 
are free and original. Huneker thinks this Impromptu in A-flat, the first of the four, the happiest 
named of them all. He says: ‘‘Its seething, prankish, nimble, bubbling quality is indicated from the 
start; the D natural in the treble against the C and E-flat—the dominant—in the bass is a most 
original effect, and the flowing triplets of the first part of this piece give a ductile, gracious, high- 
bred character to it. The chromatic involutions are many and interesting. When the F minor part is 
reached the ear experiences the relief of a strongly contrasted rhythm. The simple duple measure, so 
naturally ornamented, is nobly, broadly melodious. After the return of the first dimpling theme there 
is a short coda, a chiaroscura, and then with a few chords the composition goes to rest. A bird flew 


that way!” 
’ 


MAGIC FIRE SCENE, From “‘The Valkyrie’? . . Weagner-Brassin 6531-4 3.00 


Some of the most vivid, picturesque, glowing and wonderful music ever written by any composer is 
contained in this Magic Fire Scene, which forms the conclusion of ‘“The Valkyrie,’’ second of Rich- 
ard Wagner’s four music-dramas making up the great cycle of ““The Ring of the Nibelung.’’ The 
scene is the summit of a rocky mountain. Brynhilde has disobeyed the command of her father, 
Wotan, in that she has attempted to defend Siegmund in his mortal combat with Hunding. The 
angry god calls his daughter before him. Brynhilde confesses her guilt, but pleads that she acted in 
accordance with his inmost wish. This plea, true though it is, does not avail. Wotan announces to 
his maiden daughter that she shall no longer be a Valkyrie and carry fallen heroes to Valhalla, but 
shall be laid on a rock, fast asleep, and shall become the wife of the first man who finds and awakens 
her. Brynhilde falls on her knees and entreats him in the most imploring tones not to inflict such 
cruel punishment, or at least to grant her one last prayer, and that is to surround her resting-place 
with an ever-burning sea of flames, so that none but the most valiant hero could awaken her. Wotan 
is overcome with pity and consents. Conjuring Loge, the God of Fire, he strikes the rock with his 
spear. Flames spring up on all sides, surrounding the rock, and the drama ends with the words of 
Wotan: 
“Who fears the spike 
Of my spear to face, 
He will not pierce the planted fire.” 

Slowly and sorrowfully he disappears into the background, leaving the sleeping maiden alone on the 
flame-encircled rock. 

Louis Brassin’s pianoforte arrangement of this marvelous music is one of the most masterly and 
effective transcriptions ever made from a rich and complicated orchestral score, and here this splendid 
transcription has been superbly played by Ignaz Friedman. 


MINUETTO VECCHIO, Op. 76, No. 6. : : .  ITgnaz Friedman 6495-3 2.75 


Ist: the word ‘‘Vecchio”’ indicates, this Minuet is in the ‘‘old fashion,”’ that is, it is formed on the 
classical model, yet it is not without its touches of modernity, particularly in its skilful and effective 
harmonization and in the occasional use of piquant and not unpleasant dissonantal contrasts. Its 
basic theme is a melody of distinctive individuality, which will be found surprisingly ingratiating 
with repeated hearings and which, novel as it at first appears, is not lacking in a certain courtly 
grace. This and the subsidiary themes are combined and developed with considerable learning and 
skill into a personal expression of artistic dignity and worth. Withal, a beautiful and a delightful 
little piece is here authoritatively and entrancingly played by its composer. 
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THE NIGHTINGALE : : , Alexander Aliabieff 6745-3 2.75 


(Transcription by Franz Liszt.) 


Pianists and all lovers of piano music owe Franz Liszt an enormous debt of gratitude for his many 
surpassingly beautiful transcriptions of masterpieces in miniature by other hands. In this rare art of 
successfully rewriting a song, a violin piece, a work for the organ, or an orchestral composition, so 
that it shall become, not merely a bald, literal reproduction of the original melodies and harmonies, 
but a new work of art for the piano. Liszt has never had an equal. For, linked with a poet’s sensitive 
appreciation of beauty wherever he found it, he had that supreme knowledge of the resources and the 
limitations of his instrument requisite to make the work sound as if written for the piano. 

And this entrancingly beautiful piece is one of Liszt’s transcendent transcriptions. The basis of 
the piece is a song composed by Alexander Aliabieff, a talented Russian amateur musician of the 
pseudo-national school that preceded Glinka, who wrote about one hundred songs, most of which, 
according to Rosa Newmarch, are pleasing melodies in the popular style but very elementary in 
form and accompaniment. ‘The Nightingale,’’ best known of them all, became celebrated in the 
operatic world outside of Russia from having been introduced into the ‘‘Singing-lesson’’ in *"The 
Barber of Seville’’ by such queens of song as Viardot, Patti, and Sembrich. 

Its melodic beauty and charm have been saved from oblivion by Liszt, whose wonderful tran- 
scription provides this lovely little gem with such an adequate and effective setting as its author 
himself was not able to achieve. 


NOCTURNE IN G MINOR, Op. 37, No.1 .  . Frederic Francois Chopin 6954-3 2.75 


Pivzer of all the Chopin Nocturnes, the composer’s biographer, Frederick Niecks calls the two 
contrasting pieces (in G Minor, and G Major, respectively) making up his Opus 37. ‘The first and 
last sections of the one in G Minor,”’ he says, ‘‘are plaintive and longing, and have a wailing ac- 
companiment; the chord progressions of the middle section glide along hymn-like. Were it possible 
to praise one part more emphatically than another without committing an injustice, I would speak 
of the melodic exquisiteness of the first motive. But already I see other parts rise reproachfully before 
my repentant conscience.”’ 

Dusk and gloom and mystery, and melancholy reveries are unforgettably suggested in the sor- 
rowfully beautiful, passionately pathetic first melody of this Nocturne, with its falling minor 
phrases, and its somber, sobbing accompaniment, like the muffled moan of the surf of a shelving 
shore. The piece was composed while Chopin was living in an old, abandoned convent on the Island 
of Majorca, and its impressive, chorale like middle section has been compared to a solemn chorus 
chanted by a group of monks marching to evening chapel. As their voices die away, the composer's 
sad dreaming is again symbolized by a return of the first melody. But just at its close his mood. 
brightens and the Nocturne ends with an exquisitely beautiful transition to the major key. 


NOCTURNE IN B, Op. 62, No.1 . : .  . Frederic Francois Chopin 6443-4 3.00 


Loxe popularly known as the “‘Tuberose Nocturne,’’ this really charming piece is seldom heard 
in the concert room nowadays. Critics have belittled it; and pianists have neglected it—the more 
readily because it is not easy to play. Huneker says that it ‘‘is faint with a sick, rich odor. The climb- 
ing trellis of notes, that so unexpectedly leads to the tonic, is charming and the chief tune has charm, 
a fruity charm. It is highly ornate, its harmonies dense, the entire surface overrun with wild orna- 
mentation and a profusion of trills.”” Then, catching himself in this dispraise (as if he had been 
obsessed by the idea of its popular appellation), he adds: 

‘Although this nocturne is luxuriant in style, it deserves warmer praise than is accorded it. 
Irregular as its outline is, its troubled lyricism is appealing, is melting, and the A-flat portion, with 
its hesitating, timid accents, has great power of attraction.’’ . 

Certainly the whole piece takes on a new and appealing beauty when played with the consum- 
mate artistry and invested with the poetic feeling which Ignaz Friedman has put into the charming 
interpretation here recorded. 


POLONAISE IN B-FLAT; Op. 71, No.2. . Frederic Francois Chopin 6398-4 3.00 


ees Polonaise in B-flat is one of Chopin’s earliest attempts at expressing in music what Liszt called 
‘the true and purest type of Polish national character,’’ having been written in 1828 when its com- 
poser was only nineteen years old. It was not given to the world until six years after his death, when, 
grouped with two other youthful pieces in this form as Opus 71, it was published by his pupil and 
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life-long friend, Jules Fontana. Though thoroughly Chopinesque, it differs very much from his later 
Polonaises. Yet, if it lacks something of the power, splendor and courage of those passionate and 
patriotic battle tableaux, it is not unworthy to be classed with them as belonging among the most 
beautiful of Chopin inspirations. It is energetic in rhythm, beautifully melodious, rich in variety 
from gentlest delicacy to thunderous reverberating chords. Niecks points out that it shows the in- 
fluence of Weber, and adds, “‘but that does not detract from the originality of the composition. In- 
deed that a youth of nineteen should have attained such a strongly developed individuality as this 
Polonaise exhibits is truly wonderful.”’ 


ROMANCE IN E-FLAT, Op. 44, No. 1 . : . Anton Rubinstein 6991-4 3.00 


Aone the most familiar and enduringly popular of Rubinstein’s piano pieces—indeed, almost 
as great a general favorite as his celebrated ‘Melody in F’’—this ‘‘Romance’’ belongs in the same 
category of simple, melodious, lovable, and pianistically effective little masterpieces—fresh and 
clear impartments of tonal beauty whose simple effectiveness has endeared them to all pianists and 
music-lovers the world around. This ‘‘Romance”’ is built upon an attractive and universally appeal- 
ing melody of characteristic contour, entrusted by the composer almost throughout to the little 
finger of the right hand, and affording opportunity for those coy hesitations, sudden ritardandos, 
emphatic accents, and melting cadences of which Rubinstein was often enamored. 

It is the sort of music that is easily spoiled by the affectation of sentimentality. But Mr. Fried- 
man does not sentimentalize it. He has played it in masterly style, interpreting the whole charming 
piece with due tenderness of feeling, but without sentimentality; imparting its poetry by a straight- 
forward, manly utterance of it—letting the good tune speak for itself—and making a beautiful and 
appealing Duo-Art Record of it. 


ROMANCE, Op.5 . . . . . «~~ «~~ Peter Wich Tchaikovsky 6866-3 2.75 


C in 1868, when Tchaikovsky was 28 years old, this lovely ‘‘Romance’’ was one of the 
earliest of his piano pieces. Yet its wistful, appealing melody—a masterly study in expression, and 
filled with a gentle pleading, a quiet insistence—is quite as characteristic of his genius and as beauti- 
ful as anything he ever wrote for the instrument. This ingratiating melody begins and ends the 
piece Andante cantabile, a favorite tempo often utilized very beautifully by this Russian master. 
Highly effective contrast is provided by a middle section, Allegro energico, of almost march-like vigor 
and rhythmic tread, in which the right hand outlines a new and sharply punctuated melody, semi- 
staccato, against a persistent bass figure, working up in a gradual crescendo to a fine climax; and the 
whole makes the impression of genuine spontaneous originality. 

The piece was inspired by and dedicated to Mlle. Désirée Artét, a French dramatic soprano, 
then appearing with an Italian opera company in Moscow, where Tchaikovsky was teaching at the 
time, and with whom he fell madly in love. He became engaged to her, and obtained his father’s ap- 
proval of the marriage; but within two months the fickle lady, without a word of explanation to 
Tchaikovsky, was married to the Spanish opera-singer Mariano Padilla y Ramos, at Warsaw. 


‘“‘TANNHAUSER”’ OVERTURE... ..._.. Wagner-Liszt-Friedman 
PareD 205 ge) ee Sg 
ParcIl- 995 6 


Tue Overture to ‘‘Tannhauser and the Singer's Contest at the Wartburg”’ is an epitome of that 
opera, in which Wagner definitely broke away from the conventionalities of the old Italian school 
and gave to the world a marvelous new musical setting of a story of deepest human interest—the tale 
which never grows old of the struggle of good and evil for a human soul, the tale of a remorseful sin- 
ner won from the powers of hell by the might of a pure woman’s love. 

The Overture begins with the chant of an approaching band of pilgrims bound for Rome. As the 
band draws near, this chorus swells into a mighty outpour, then passes and dies away. It is nightfall, 
and magic sights and sounds appear, the whirlings of a voluptuous dance—the Venusberg’s seductive 
spells. Attracted by the tempting show, Tannhduser, love’s minstrel, comes upon the scene and 
sounds his jubilant song of love in joyous challenge. Wild cries of riot answer him, and in a rosy 
cloud of entrancing perfumes Venus herself appears. He sings his canticle of love triumphant in ec- 
static praise of her, and, as if at his bidding, the wonders of the Venusberg unroll their brightest be- 
fore him. In a tumultuous revel of dancing bacchantes, Tannhduser is dragged to the warm caresses of 
love's goddess. Anon, with a scurry like the sound of a wild hunt, the storm is laid. Dawn begins to 
break. From afar is heard again the pilgrim’s chant. ‘‘As this chant draws closer and closer,’’ in 
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Wagner’s own description, ‘‘as the day drives farther back the night, that whir and soughing of the 
air—which had erewhile sounded like the eerie cry of souls condemned—now rises to ever gladder 
waves, so that when the sun ascends at last in splendor and the pilgrims’ chant proclaims in ecstasy 
to all the world, to all that live and move thereon, salvation won, this wave itself swells out the 
tidings of sublimest joy. Tis the carol of the Venusberg itself redeemed from curse of impiousness, this 
cry we hear amid the hymn of God.” 

Mr. Friedman’s Concert Paraphrase of Liszt’s transcription of this Overture contains just about 
everything that can possibly be done on the piano, and his playing of it, here flawlessly recorded, is a 
marvelous and a superb performance. 


TOCCATA AND FUGUE IN D MINOR Johann Sebastian Bach 6732-4 3.00 
(Transcription by Carl Tausig) 


Kyown as the ‘‘Doric’’ because the Fugue is written in the Doric Mode of the old church style, 
this Toccata and Fugue in D Minor is one of the noblest and greatest of Bach’s works for the organ. 
In it a strong and ardent spirit has fully realized the laws of form, and in this aspect of the complete 
mastery of form to express experience, emotion, and aspiration, it is, perhaps, the greatest organ 
work ever written by any composer. 

Throughout the Toccata (in the old nomenclature, a touch-piece designed to exhibit the per- 
formet’s skill and fleetness of finger, as distinguished from a Sonata, or sound-piece) a single dramatic 
ground-thought unites the daring passage work that seems to pile up like wave on wave. 

Ordinarily, a Bach fugue is a contrapuntal or polyphonic form; that is, it is made up of from 
two to five voices or parts, progressing with complete melodic independence of one another, yet in 
entire harmony. It is based on, or proceeds out of, a short motif or subject, often only a measure or 
two in length, but subjected to the most ingenious, varied, and exhaustive manipulation. But this is 
an extraordinary Fugue; is really a Fantasia in fugue form, in which intercalated passages in 
broken chords serve to make its climax all the more powerful; and a spontaneous freshness of inven- 
tion gives it a peculiar charm. 

Liszt was the first to transcribe for the piano any of Bach’s organ works. Carl Tausig, Liszt's 
greatest pupil, took a leaf from his master’s book, and made a superb transcription of this Toccata 
and Fugue. Mr. Friedman has recorded a superb performance of this amazing piece that sacrifices none 
of the original polyphonic fabric. 


VALSE IN D-FLAT, Or. 64, No.1. . .  . Frederic Francois Chopin 67220 2.50 
VIENNESE WALTZ, No.l... . . . # £ Gaertner-Friedman: 6410-3 2.75 
VIENNESE WALTZ, No.2  . ; . ; : .  Gaertner-Friedman 6419-3 2.75 


PA oucR he is too modest to claim it as entirely his work, the only part of this ‘‘Gaertner-Fried- 
man’’ Waltz which Ignaz Friedman did not himself originate is the theme (contained in the first 
eight bars). This theme (as were those of other waltzes) was given to him by his friend Gaertner, 
who is not a composer but a teacher of singing in Vienna. On this ingratiating melody as a basis, Mr. 

_ Friedman has fashioned one of the finest Viennese waltzes ever written for the concert room—a 
spirited piano piece of quite exceptional beauty and skill. Its musical ideas are marshalled with much 
adroitness and indeed the whole fabric shows a sure and convincing mastery alike of all its materials 
and of the piano idiom. Vigorous and tender by turns, it is rich in variety of touch, nuance, dynamic 
surge and stress, and its rhythmic swing and sway are irresistible. A waltz for the musical gods on 
high Olympus is this, and altogether a captivating and engrossing piece. 

Mr. Friedman has played it magnificently. In this super-fine Duo-Art Record are reproduced 
with complete and amazing fidelity his singing touch, his subtle command of nuance, his keen, 
rhythmic sense, his astounding accuracy in speed, his swiftness and brilliancy, and something of his 
musical insight for poetry and grace. 


VIENNESE WALTZ, No.3... . «. «~~. ~= -<Gaertner-Friedman 6515-4 3.00 


VIENNESE WALTZ, No.4 . ; } ; : ? Gaertner-Friedman 7076-3 2.75 
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Ferruccto “Busonz 


NE of the keenest musical intelligences of his time, famous as pianist, teacher, com- 

poser, conductor, author and musical editor, Ferruccio Benvenuto Busoni was born 

at Empoli, near Florence, Italy, on April 1, 1866, and died in Berlin, on July 27, 
1924. His father, Ferdinando Busoni, was a fine clarinetist, and his mother, Anna Weiss 
Busoni, a pianist from whom he received his first instruction. He also studied piano with 
Hans Schmitt at Vienna and made his first public appearance there when eight years old. 
After further study with Dr. Wilhelm Mayer, at Graz, he made a triumphal tour of Italy at 
seventeen, and was elected to the Accademia Filarmonica of Bologna. In later years he won 
many other high honors as a pianist, making numerous successful concert tours in both 
Europe and America. In 1909 and 1911 he made triumphal tours of the United States. In 
1913 he went to Bologna as director of the Liceo, conductor of the symphony concerts, 
and supervisor of chamber music, resigning in 1915. In 1913 he was decorated with the 
chevalier’s cross of the Legion of Honor, a distinction previously bestowed on only two 
Italians, Rossini and Verdi. 


Many of the foremost concert pianists of today are Busoni’s pupils, for he taught 
successively at Leipzig, Helsingfors, Moscow, Boston (at the New England Conservatory, 
1891-93), Berlin, Vienna, Bologna, and Zurich, returning to Berlin after the World War. 


His compositions, ranging from opera, symphony, concerto and other large forms to 
short piano pieces, are noteworthy for boldness of imagination, originality and modernity. 
He made remarkable piano transcriptions of several works by Bach, and edited Bach’s 
“Well-Tempered Clavichord’’ and the complete piano works of Liszt. 


Busoni’s masterly playing is preserved for posterity by a series of excellent Duo-Art 
Records, for he had recorded his interpretations exclusively for the Duo-Art Piano for many 
years. 
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Duo-Art Records by Ferruccio Busoni 


TAgG@aMPANELLA, Paganini Etude, No.3 . . Franz Liszt 5698-6 3.50 


Aone the most remarkable of Liszt’s transcendent translations into the pianoforte idiom of works 
composed for other instruments were those of six studies for the violin by the great Paganini, of 
which the third, ‘‘La Campanella,”’ is the best known as it has long been a favorite of well equipped 
virtuosi. It is indeed one of the most daring and successful of Liszt's transcriptions and a wonder- 
fully effective piano piece, in which the intoning of bells is represented successively in every register 
of the instrument, with a wealth of color, sonority, variety, and with dramatic and dynamic con- 
trasts that captiviate as well as amaze. 


CHACONNE (Transcription by Ferruccio Busoni) . Johann Sebastian Bach 6928-5 3.25 


No pianist since Liszt has shown greater mastery of the art of transcribing for the piano music 
composed for other instruments than the late Ferruccio Busoni. Bach was one of his idols, and his 
piano versions of many of Bach’s works are among his greatest achievements. Notably this Chaconne 
is one of the most completely successful and most marvelous transcriptions in the whole range of 
piano music. To have Busoni’s own magnificent performance of it is to possess a great treasure. 


Although more than 200 years old—it was composed by Bach in 1720 as the final movement of a 
Sonata (or Suite) in D Minor for violin solo—this is music of undying beauty, unfailing grandeur, 
impressiveness, and power. Originally the Chaconne was an ancient dance, probably Spanish (the 
name is derived from a Basque word), usually made up of a series of variations on a ‘ground bass.”” 
Bach adhered to the form, weaving a series of variations over a powerful theme of great breadth and 
nobility; but he glorified it and imbued it with an inexhaustible depth of meaning the form had 
never known before. Here are his masterly counterpoint, his consistency, fertility and feeling for 
organic completeness, his inescapable logic, and his marvelous melodic and harmonic creative pow- 
ers, all blended in a superb work of art. 


FEUX-FOLLETS (Will-o’-the-Wisp) . : ; : : . Franz Liszt 5686-6 3.50 


ile famous bit of music is the fifth in that monumental set of Studies known as *‘Etudes d’Execu- 
tion transcendante,”’ but this particular Study and a number of its mates from the same set have long 
since come to be concert pieces of great artistic value. Liszt has masterfully captured the elusive 
quality of the will-o’-the-wisp, employing tonal figures to indicate its darting hither and thither. 
And always a melody of alluring charm may be heard under these flickering figures of accom- 


paniment. 
PAGANINI ETUDE, No.5 . : : : , E ‘ . Franz Liszt 5671-6 3.50 
POLONAISE IN E MAJOR, No.2 . : ; ; ; . Franz Liszt 5675-6 3.50 


PRELUDES, Op. 28, No. 1 IN C MAJOR; No. 2 IN A MINOR 
Frederic Francois Chopin 66690 2.50 


ee First Pretupe, Huneker says, ‘‘has all the characteristics of an impromptu. Chopin's Preludes 
—the only preludes to be compared to Bach’s—are largely personal, subjective, and intimate. This 
first one is not Bach-ian, yet it could have been written by no one but a devout Bach student. The 
pulsating, passionate, agitated, feverish, hasty qualities of the piece are modern; so is the changeful 
modulation. It is a beautiful composition, rising to no dramatic heights, but questioning and full 
of life. 

‘Desperate and exasperating to the nerves is the Second Prelude in A Minor. It is an asymmetric 
tune. Chopin seldom wrote ugly music, but is not this ugly, forlorn, despairing, almost grotesque, 
and discordant? It indicates the deepest depression in its sluggish, snake-like progression.” 

There is probably no such remarkable contrast in mood to be found in any two pieces from the 
hand of any other composer. And this amazing contrast is set forth at its full value in the present in- 
terpretation by Ferruccio Busoni—an interpretation that is masterly in every detail. 
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Wealhelm “Bachaus 


ILHELM BACHAUS, who records his playing only for the Duo-Art Piano, was 
\ My born at Leipzig on March 26, 1884. He studied first with Alois Reckendorf at the 
Conservatory in his native city and later with Eugen d’ Albert in Frankfort. He 
made his debut in 1900 and was heard in concerts on the Continent and in England until 
1905, when he became a teacher of piano at the Royal College of Music in Manchester. 
In the same year he won the Rubinstein Prize of 5,000 francs for piano playing. He 
toured the United States from 1912 to 1914 with great success. In the summer of 1921 he made 
a highly successful tour of South America, giving seventeen concerts in Buenos Aires in al- 
most that number of consecutive days. His second American tour, in the season of 1922-3, 
was also highly successful, as have been other later tours. 
Mr. Bachaus is master of a truly marvelous technic which he employs solely for the 
attainment of the highest artistic ideals. 


Duo-Art Records by Wilhelm Bachaus 
BOHEMIAN DANCE IN FMAJOR . . . . .  Bedrich Smetana O/610REDO 


Most widely known among Smetana’s piano pieces are the Bohemian Dances, one of which is here 
recorded by Mr. Bachaus with all of his amazing technical skill and rhythmic verve. This is a lively, 
sparkling, swinging concert piece in dance form, almost orchestral in its fullness and richness, with a 
contrasting middle section in slower pace—a novel, interesting, and individualistically beautiful 
piece of music in Smetana’s own distinctive style. 


LA DANSE D’OLAF, Op. 33, No.2 . . . Réccardo Pick-Mangiagalli 6667-3 2.75 


Oxar's Dance,” written in the piano idiom of the modern Italian school and making very effec- 
tive use of dissonance, nevertheless combines with its modernity an appealing tunefulness and a 
sprightly grace, and so is not alone novel and interesting, but also thoroughly delightful. Its com- 
poser, Riccardo Pick-Mangiagalli, won his first success as a pianist and knows how to write for the 


instrument. 
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Wituetm Bacnaus—continued 
CONCERTO IN G MINOR, Op. 25 Pre Felix Mendelssohn-Bartholdy 
First Movement: Molto Allegro con fuoco eye 0907-4. | 3.00 
Second Movement: Andante Gin E Major) ee e608. «2.50 
Third Movement: Presto ee te e098 1-4. . 3.00 


(Arranged and Played by Wilhelm Bachaus.) 


Bear SsOnN's first Piano Concerto was sketched at Rome in 1830, while he was on his travels, and 
was finished at Munich early in October, 1831. He was then twenty-two years old. In his biography 
_ of Mendelssohn, Ernest Wolf says of this Concerto: 

“According to Mendelssohn’s own testimony, the Concerto was a hasty composition, a fact 
which perhaps accounts for the spontaneity and verve that characterize this masterpiece. . . . The 
First Movement (Molro allegro con fuoco), vigorous, spirited and fine, shows remarkable mastery in its 
thematic development in which every detail of its motive is skilfully utilized. After a brief orches- 
tral introduction, made up of a richly harmonized chromatic passage, the piano begins with an impro- 
visation-like section that leads to the principal theme, which is proclaimed in massive chords. 
This theme is tossed to and fro between the piano and the orchestra, and then a modulation to B-flat 
major introduces a soft, cantabile secondary theme. This takes a sudden turn toward the key of D- 
flat and gradually reveals its full beauty to a discreet accompaniment by the string orchestra. Now 
comes a short, but highly ingenious development that is masterly in its succinct completeness and 
finish. At its close, as a transition, a fanfare by the horns and trumpets proclaims a theme that is 
afterwards employed in the last movement. 

“A graceful cadenza on the piano leads to the Second Movement (Andante, in E major), a sensu- 
ous, tonally colorful ‘song without words.’ The theme is first given out by the ’cellos, violas, basses, 
bassoon, and horn, and then is taken up by the piano, which weaves around it a skein of lovely har- 
monies. The movement melts away with an evanescent chord in E major. 

“The final movement (Presto, molto allegro e vivace) is the climax of this enduringly beautiful and 
delightful work. The stirring fanfare by the horns and trumpets, heard near the end of the first move- 
ment, now starts the orchestra off on a mighty crescendo which serves to introduce the surging 
arpeggios of the piano that seem to vie with the orchestra for mastery. A finale succeeds this rivalry 
with a theme replete with joy and creative impulse. Shortly before the brilliant coda which ends the 
work with a display of tonal fireworks, there is a recurrence of the two principal themes of the first 
movement. The whole Third Movement is characterized by a captivating spontaneity that fairly 
matches its tireless vigor, animation, and verve.”’ 


DEDICATION (Widmung) ... 


Robert Schumann 6958-3 2.75 
(Transcription by Franz Liszt.) 


Tus is one of the finest of all those wonderful piano transformations with which Liszt did pioneer 
work in spreading the appreciation of the best in music; just as the original Love Song (Op. 25, 
No. 1) is one of the very best, as it is among the best known that Schumann ever wrote. The song 
was composed in 1840, an eventful year in Schumann's life—the year that brought the crisis of his 
love-story and his marriage; the year in which he composed nothing but songs—and songs that are 
unmatched by those he wrote in any other year. In ‘‘Dedication’’ a surpassingly beautiful melody of 
passionate intensity and depth of emotion is projected in bold and soaring lines, making a song of 
sustained and exalted feeling and profound expressiveness. 

Liszt treated this lovely song with the utmost sincerity. He added nothing extraneous or in- 
congruous to it. But by passing it through the alembic of a poetic mind he transformed it into a new 
work; a piano piece of idiomatic perfection, and of a nobler beauty and a loftier grandeur even than 
the original. 


LIEBESLEID (C‘‘Love’s Sorrow’’). Old Viennese Dance-Tunes, No. 2. 
(Transcription by Sergei Rachmaninoff.) Fritz Kreisler 7058-3 2.75 


is plaintive and lovely little piece is the second of a series of several ‘Old Viennese Dance- 
Tunes’ which Fritz Kreisler, the greatest violinist of his time, has arranged most skilfully and 
beautifully for violin with piano accompaniment, its companion-piece, preceding it as No. 1 of 
the series, being called Liebesfreud, or ‘‘Love’s Joy.’’ These are really original compositions in which 
the old dance-tunes are utilized merely as basic material. Marked ‘‘Tempo di Landler,’’ this ‘‘Love’s 
Sorrow’’ shows what remarkable grace and beauty can be infused into this simple form of country 

- dance—for the Landler was a slow waltz danced in a country fashion and was once extremely popular 
among the peasants of Austria, Bavaria, and Bohemia. The simple melody of haunting sweetness has 
been fitted with a harmonic accompaniment of appropriately simple beauty by Mr. Kreisler who 
has thus made of it a choice gem, which by his own playing of it he has popularized throughout 
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the civilized world. In turn, Sergei Rachmaninoff, with that consummate skill which distinguishes 
all that he does, has transformed Mr. Kreisler’s violin piece into an idiomatic and appealingly 
beautiful piano piece. 


ROMANCE (From Concerto in E Minor), Op. 11 Frederic Frangois Chopin 6848-4 3.00 
(Transcription by Wilhelm Bachaus.) 


nis ‘‘Romance’’ is indubitably the finest, most beautiful, and best-loved movement of Chopin's 
E Minor Concerto for Piano. It is imperious in its melodic beauty, exquisite in poetic suggestion, in 
its rich play of tonal colors, in the mellifluous delicacy and absolute appropriateness of its reticent 
ornamentation; and the murmuring mystery of its close mounts to the imagination. Mr. Bachaus 
has performed a valuable service in arranging this Romance as a piano solo, and he has done it 
with masterly skill and complete understanding, retaining all of the winsomeness and subtle 
charm of Chopin's original creation. 


SERENADE FROM “‘DON JUAN” A mom Wolfgang Amadeus Mozart 68250 2.50 
(Transcription by Wilhelm Bachaus.) 


OZART’s greatest opera, ‘Don Juan,” or as it is more familiarly known by the Italian form of its 
title, ‘Don Giovanni,’’ was written in and for the city of Prague, and was first performed there on 
October 29, 1787. 

The Serenade which Don Giovanni sings to Zerlina (early in the second act) is one of the bright- 
est gems of the opera; and here Mr. Bachaus has achieved a full, rich pianistic transcription of this 
lovely Serenade, made and played with surpassing skill and dexterity. 


SERENADE (Standchen), Op. 17, No. 2 : Richard Strauss 6684-4 3.00 
(Transcription by Wilhelm Bachaus.) | 


ates Serenade, composed in 1886 when Strauss was twenty-two years old, is the best known as it 
is also one of the very best of all his hundred-odd songs. It is a love-song—the invitation of a lover 
to his sweetheart to meet him by moonlight alone in the garden. Its lovely melody, of great buoy- 
ancy and sparkle, is accompanied by a profusion of delicate floriferous decoration. Yet this decora- 
tion is not used merely for decoration’s sake; it is all in perfect keeping with the melody it adorns 
and is a real aid to the emotional expression of the song. It forms a harmonic background alive with 
meaning, and one that is rich and glowing with a tonal coloring of almost orchestral fullness. 

Mr. Bachaus has made a masterly transcription of this exquisite song that is pianistic and 
highly effective, while adhering strictly to the spirit of its original form, and he has played it 


superbly. 
SONATA IN C MINOR, Op. 13 (‘‘Pathetic’’)—First Movement: Grave; 
Molto Allegro e con brio .  .  .  . Ludwig van Beethoven 70650 2.50 


Ons of the very few among Beethoven’s 32 piano sonatas to which the composer himself gave a 
distinctive title, the ‘‘Pathetic’’ Sonata ranks second only to the so-called ‘‘Moonlight”’ as a general 
favorite. It was composed in 1798, when Beethoven was 28 years old, and it marked an important 
advance in his career as a composer, for it was one of the earliest of his works in which he showed 
himself an originator and not an imitator of the music of his predecessors. 

The First Movement, of which Mr. Bachaus has here recorded a virile and superb performance, 
does not justify the title ‘‘Pathetic.’’ Its introduction, marked Grave, is an utterance of sombre 
majesty, broad, impressive, and full of strength. In the Allegro, Beethoven affirmed the vital necessity 
in all tonal construction of that ‘‘struggle between two principles’’ which was to characterize so 
many of his subsequent works. The first subject is filled with fire, energy, restless striving; with the 
defiant pride of genius exulting in the unequal combat with the hostile conditions of life. The second 
theme, gentler and more lyrical, is half pleading, half argumentative in tone, and seems to strive 
to reason with unreasoning and unreasonable facts, and to touch the heart of a heartless fate with 
its tender pleading. The struggle is maintained to the end, and the final bold and defiant chords 
sound like a proud challenge to fate. 


VARIATIONS ON A THEME OF PAGANINI’S, Op. 35 (Book One: 
Nos. 1, 3, 7, 12 and 13; Book Two: Nos. 3, 4, 5, 6, 7, 8, 10, 11 and 14) 
Johannes Brahms 6813-4 3.00 


ee Beethoven and Schumann, Brahms had a special affection for the variation form, and in this 
colossal set of Paganini Variations he created a heaven-storming work. The Theme, which is No. 24 
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of Paganini’s ‘‘Capricci,’’ Op. 1, and has variations of its own, consists of little more than a sequence 

of harmonies such as is most prolific in suggestion to the skilful variation writer. Apparently the 

top-notch of virtuosity had been reached and there remained nothing for Brahms to do but let an 

astonishingly fantastic imagination loose and play pranks that would have caused Schumann to 

shout with admiration. 

The very first Variation is a subtle compliment to Schumann’s Toccata. In the third Variation 
rolling rhythms pile up excitement. The seventh is an octave study the reverse of easy. The twelfth is 
a study in complex rhythms, but remarkably clear and bell-like in sound as well. The thirteenth, 
particularly effective with its sparkling glissando octaves, is one of the most brilliant and popular of 
the whole set. 

Book Two is an enlargement of Paganini’s first variation, but the Brahms variations are, not- 
withstanding, perfectly original in spirit and show the utmost limits of Brahms’s piano technic and 
style. Some of these are tremendous and exciting studies in double notes, and the sudden, and ex- 
hausting muscular contractions and expansions caused by alternations of double thirds and octaves. 
The fourth Variation is conspicuous for a less scintillating but more expressive beauty. The tenth, 
marked ‘‘Feroce, energico,’’ exhibits skilful use of arpeggio forms; the eleventh is simply baffling, 
while the last of all is purest Brahms. 

The set as a whole constitutes one of the most difficult works ever composed for the piano, and 
this performance by Mr. Bachaus is simply astounding — for its wonder-working musical magic, no 
less than for its transcendent technical mastery. 


WALTZ (From the Ballet eINailasa i: : P 5 Clement Leo Delibes 6698-4 3.00 
(Transcription by Ernst von Dohnanyi.) 


Carrrvatine and of assured popularity is Mr. Bachaus’ marvelously beautiful performance of this 
lovely Waltz in which the poetry of motion is transmuted into golden tides of graceful melody. 
Delibes was a master-hand at writing this kind of music—France’s foremost composer of dance 
music—and Dohnany’s transcription is a brilliant achievement of almost orchestral fullness. 

In 1866 the young and unknown Delibes was commissioned to compose a ballet, ‘‘La Source,”’ 
in collaboration with a Polish musician named Minkous. The ballet was in three acts divided into 
four ‘‘tableaux,’’ the music for the first and last of which was by Minkous, while the second and 
third were provided with music by Delibes, who displayed such a wealth of melody, and so com- 
pletely eclipsed the composer with whom he had as a favor been associated, that he found himself 
famous overnight, and a new career opened for him at the Opéra. 

“La Source’’ was produced at the Paris Opéra, and the leading part in it, that of Naéla, the 
Fairy of the Spring, was danced by Sangalli, one of the most famous dancers of the time. The scene of 
the ballet is laid in Circassia, in the gardens of the palace of the Ghendjeh. When the work was per- 
formed in Vienna, a few years later, it was renamed ‘‘Naila, the Fairy of the Spring.”’ 


WEDDING MARCH AND ELFIN CHORUS (From *‘A Midsummer Night's 
Mream Music, Op.61) . . . Felix Mendelssohn-Bartholdy 7010-4 3.00 
(Transcription by Franz Liszt.) 


Menpvetssonn’s lovely incidental music to Shakespeare’s romantic comedy “A Midsummer Night’s 
Dream’’ was composed at the request of the King of Prussia for a production of that play at Potsdam, 
in October, 1843, and its success was instantaneous and triumphant. This music was an inspiration 
straight from the realm of happiness in which Mendelssohn lived and moved and had his being; it 
illustrates perfectly the spirit of the play, and it will be loved as long as beauty, sentiment, humor 
and exquisite workmanship are honored in the world. 

The ‘‘Wedding March”’ is the most familiar and most popular part of this music—has become, 
indeed, almost indispensable at marriage ceremonies, and is the most famous and best loved of all 
wedding marches. That it has retained its vigor and freshness unimpaired is evidence enough of its 
essentially fine quality. The ‘‘Elfin Chorus,’’ which is closely bound up with the ‘‘Wedding March”’ 
in the original score, is also among Mendelssohn's happiest creations—a beautiful expression of 
spontaneous joyfulness, in the fairy idiom which Weber also immortalized in his fairy opera 
“Oberon.” Liszt’s transcription from the orchestral score is a brilliant and masterly piano piece, 
and Mr. Bachaus has recorded it superbly. 
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X VIRILITY and perfect poise, an infallible memory, an all-conquering technic of 
absolute surety, a large, warm, poetic tone, broad sympathies, and unusual versa- 
tility in his art—these are some of the characteristics which have won for Rudolph 

Ganz a high place among contemporary pianists. The critics have named him ‘‘the embodi- 
ment of classicism,’’ and again “‘the most progressive of today’s pianists’’—the character- 
ization being determined by the program he interprets, for he is equally at home in all schools 
from that of Bach to the most radical forms of individualistic expression of the ultra modern. 

Born in Zurich, Switzerland, in 1877, he began his musical studies under the direction 
of his uncle, Carl Eschmann-Dumur, of Lausanne. Later he went to Berlin and studied the 
piano with Busoni and composition with Prof. H. Urban. After winning high honors in 
Europe he came to the United States, and here he has achieved great success, having toured 
the country many times. Being himself a composer of marked individuality, he delights in 
gaining recognition for other new and little-known composers, whose works he interprets 
with the same consummate art that he devotes to the exposition of the classic masterpieces. 
Mr. Ganz is also a successful conductor, and in 1921 accepted appointment as regular con- 
ductor of the St. Louis Symphony Orchestra. 

Mr. Ganz records his interpretations only for the Duo-Art Piano. 


Duo-Art Records by Rudolph Ganz 


AFTER MIDNIGHT, Op. 27,No.1. . ..  . .° . Rudolph Ganz 6474-4 3.00 


Mbonrenr is ‘‘the hour of fairy ban and spell.”’ 
“Midnight comes, and all is well. 
Hither, hither, wing your way 
"Tis the dawn of the fairy day.” 
So sang the young American poet Joseph Rodman Drake a hundred years ago; and a kindred idea 
was the inspiration of this fanciful and frolicsome bit of music. On vacation in the quiet countryside 
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of Maine, the composer had been resting and musing till ‘‘the middle watch of a summer’s night,”’ 
when, at the stroke of twelve, it suddenly flashed upon him: “‘This is the hour—now They will 
come.’’ And in his fancy They did come from every nook and corner—an innumerable throng of 
fairies, goblins, elves, and sprites of every description—trushing about him on whirring wing and 
dancing feet. And it is their wild and whirling, swirling dance that he has translated into his music— 
a swift, gay revelry, not without touches of the sardonic, that flits and ripples and riots and tri- 
umphs in irresponsible movement. 
Till the clock strikes One, and the 
Fays are gone. 

Mr. Ganz himself has played this novel and interesting piece of his with inimitable zest and 

dash and spirit, and made of it a captivating as well as a superfine Duo-Art Record Roll. 


AM@eeeawscong Koll). . . . ees a iienry Carey) 101215 1.25 
THE ANGELS ARE STOOPING Goprano in B-Flat) (Accompaniment 
POOH cast). . . Rudolph Ganz 10539-S 2.25 


ARIA FROM “CARMEN” vicars S Tes ree rent Roll) 
Georges Bizet 10059-S 2.25 


AVE MARIA (Meditation on the First Prelude) . . . Bach-Gounod 6070-4 3.00 


In his young manhood, Gounod spent two years in the study of theology and it was generally ex- 
pected that he would enter the priesthood. So it is not surprising that he should have paid to Bach’s 
simple but soulful First Prelude this tribute of using it as basis for a religious meditation. The 
resultant Ave Maria is imbued with sincerity and serenity, with deep feeling, and fairly soars aloft 
in the almost ineffable purity of its melodic beauty. 


BALLET MUSIC (From Rosamunde), Op.26 . . . Franz Schubert 6200-5 3.25 
(Transcription by Rudolph Ganz.) 


upotPH Ganz’s transcription of this familiar and ever delightful Air de Ballet, of Schubertian 
melodiousness in dance rhythms, is distinguished for novel, clever and skilful touches of modernity 
in the translation of orchestral music into the pianoforte idiom that enhance the beauty of the 
original—deft little touches that change no whit the composet’s intention, but set it forth in its 
“pristine clearness and freshness. 

The history of this bit of music is intetesting: ‘‘Rosamond, Princess of Cyprus,’’ a romantic 
play in four acts by Wilhelmine Christine von Chezy, with an overture and incidental music by 
Schubert, was staged at Vienna, on December 20, 1823. The music as then played consisted of eleven 
numbers, of which this charming Air de Ballet was the last. The play was a dismal failure and was 
withdrawn after its second performance. Thereafter Schubert’s music (excepting certain numbers 
which he utilized in other ways) was lost for many years, and it was feared irretrievably, until two 
English Schubert enthusiasts, George Grove and Arthur Sullivan (each in after years knighted in 

» recognition of his service to music in England), visited Vienna in 1867, made a determined search, 
and were rewarded by finding the part-books of the whole of the incidental music to ‘‘Rosamunde”’ 
hidden away at the bottom of a closet under a mass of old papers and rubbish. 


THE BARBER OF SEVILLE—OVERTURE . Gioachino Antonio Rossini 523-4 3.00 
(Arranged and Played by Rudolph Ganz.) 


ossini’s opera ‘‘Il Barbiere di Siviglia’’ was first performed in Rome on February 5, 1816. Yet, to 
this day, it remains not only his most popular work, but, indeed, the most popular comic opera 
ever written. The action, story, and music all fit together with such marvelous felicity, the music 
is so bubbling over with life and gaiety, the whole thing romps along with such delightful spirit 
that the effect is irresistible even now. And to compose this masterpiece Rossini took exactly thirteen 
days! 

: The Overture, although originally written for an earlier opera, is particularly happy in its 
merry spirit and forecasts the mood of ‘“The Barber’’ delightfully. Rudolph Ganz has made a 
masterly piano version of this brilliant and exhilirating music, and his own recorded performance 
of it is an unalloyed delight. 


@ommiry DANCE. = :4 2. | +) «) “. Alexander. MacFadyen 5517-4 3.00 
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CUBAN ECHOES (Vuelta Abayo) . . . . . .  #H.O. Osgood 685500aae 


Hees is a novel and attractive bit of music by a young American composer, who has evidently 
visited the ‘‘Pearl of the Antilles’ and saturated himself in its atmosphere. At any rate, the piece is 
redolent with the perfume of Spanish romance and coquetry. Its fine, striking, individualistic and 
slightly exotic melody makes an instantaneous appeal, as it is skilfully set forth with a wealth of 
harmonic decoration, in shifting rhythms of marked accent and peculiar incisiveness. 


BEEGIESOrese Now ; : ; ; ‘ : ; Sergez Rachmaninoff 7057-3 2.75 


Tas « ‘Elegie’’ is one of the most impressively beautiful of Rachmaninoff’s early piano pieces. 
Although published soon after he left the Moscow Conservatory in 1892, it is masterly in thematic 
beauty, in tonal poetry, and in development; and, like all of his music, it is distinctively original 
and of compelling interest. Its lovely, singing melody, of elegiac quality, is a genuine inspiration 
of deep feeling; and the harmonic treatment, both rich and varied, is as fresh and novel and indi- 
vidualistic as it is skilful. 


ETUDE, CAPRICE, Op-14, No24) 3 ee Rudolph Ganz 6823-4 3.00 


Iw this “Etude Caprice,’’ of which Mr. Ganz has recorded a superb performance, a vigorous, rapid, 
sparkling introduction leads to the exposition of a lovely original melody proclaimed to an accom- © 
paniment of spreading chords that is novel and effective. Then there is a return of the brisk, dancing 
figure of the introduction, enriched with counter melodies, great variety of harmonic treatment, 
and brilliance of tonal coloring; and the piece ends with an unmistakable touch of that sly, droll, 
capricious humor which is a likable trait in the charming personality of Rudolph Ganz the man. 

On first hearing this Etude Caprice the eminent Swiss composer, Emile R. Blanchet,. said to 
Mr. Ganz: ‘You do not need to put your name on that piece. The last few measures are your musical 
autograph. Anybody who knows you at all, will know that nobody else but you could have com- 
posed it.”’ 


FIFTH MAZURKA, Op. 127. . . . . +. ~ . Benjamin Godard 6123-meemeo 


Tus dashing and dazzling Mazurka is one of the most lastingly pleasing of the many facile piano- 
forte pieces given to the world by Benjamin Louis Paul Godard (1849-1905), a French composer 
whose music reflects his nation’s characteristics of grace, verve, piquance and elegant refinement. Let 
us hasten to add that “‘facile’’ as here used does not mean that this piece is “‘easy’’ to play. It is a 
brilliant, virtuoso, concert piece, requiring altogether unusual technic, skill and style for its proper 
performance. But when it is played by such a master of both pianoforte technic and style as Rudolph 
Ganz, its pleasure-giving qualities are as potent as ever. 


FINGALS GAVE OVERTURE Op a26 ; Felzx Mendelssohn-Bartholdy 515-6 3.50 
(Played by Rudolph Ganz and Ernest Hutcheson.) (For annotation 
on this number, see page 192) 


FRUHLINGSRAUSCHEN (Voices of Spring), Op. 32, No. 3 
Christian Sinding 6729-3 2.75 


Iw Norway, with its dark forests, its smiling meadows, and the impressive loneliness of its sombre 
fiords, Spring comes with almost startling suddenness. The snows melt fast. The meadows become 
green all at once. The songs of birds, like the rivers, burst forth in full flood; and once again men and 
women rejoice that the long and dreary winter is ended, and look forward in gladness to the warmth 
of summer. As Nature awakes from her long sleep, there is a peculiar stirring and rustling of new 
life everywhere, and maity voices thrill with its fresh, new, joyous proclamation. 

Christian Sinding, one of Norway’s most eminent composers, has caught the very spirit of this 
reawakening of Spring and has imparted it both brilliantly and delightfully in this entrancingly 
beautiful and strikingly original bit of music, which has come to be known the world around by 
its German title of Frihlingsrauschen (literally, ‘‘Spring’s rustling,’’ or stirring). Its beautiful singing 
melodies, and the very skilful and suggestive harmonic treatment they receive—wistful minor har- 
monies predominating throughout most of the piece—fully justify its descriptive title. 
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GONDOLIERA (From ‘‘Venezia e Napoli’), No. 1 (Années de Peélerinage) 
Franz Liszt 6571-3 2.75 


Awneéxs DE PELERINAGE,’”’ or ‘Yeats of Pilgrimage,’’ is a general title given to a series of piano 
pieces descriptive of the adventures and impressions of Liszt in the course of his travels in Italy and 
Switzerland, and containing some of his most charming and least elaborate piano compositions. 
This ‘‘Gondoliera,’’ representing Venice, was composed in 1837 at the time of his visit to Venice, but 
was not published until 1861. Its main melody is based on a celebrated gondolier’s song, and if it is 
more playful than sentimental, it yet conjures up for us a charming tonal picture of the gaiety and 
romance of the radiant Queen of the Adriatic. 


GRAVE IN FRANCE (G Minor, Low Voice) (Accompaniment Roll) 
Rudolph Ganz 10068-S_ 2.00 


HUMORESQUE, Op. 101, No.7 . . . . . . Antonin Dvordk 63690 2.50 


Baesr known and most popular of all the piano pieces that came from the fecund brain of Bohemia’s 
most famous and most prolific composer, this Humoresque is assuredly one of the loveliest examples 
of sheer sensuous beauty of sound, one of the loveliest melodies in the whole range of modern music 
—and one of the happiest, although there is nothing humorous about it. Its title is a misnomer—and 
a puzzle, unless we accept the view that Dr. Dvorak himself deemed it a nameless trifle to be tucked 
away unobtrusively in a group of pieces collectively called ‘‘Humoresques.”’ 

Familiar and almost hackneyed as this wistful little piece has become at the hands of players 
on well-nigh all kinds of instruments, Mr. Ganz’s masterly and poetic interpretation revivifies and 
restores its simple naive beauty and its pristine freshness. 


HUNGARIAN RHAPSODY, No. 15 (Rakoczy March) . = Franz Liszt 6526-5 3.25 


Winn Prince Franz Rakoczy II (1676-1735), with his young wife, the Princess Amalie Caroline of 
Hesse, made his state entry into his capital of Eperjes, his favorite musician, the court violinist, 
Michael Barna, composed a march in honor of the illustrious pair and performed it with his orches- 
tra. In its original form this march was wholly of a festive character. But on hearing that his noble 
patron, after having made peace with the Emperor Leopold I in 1711, was again planning a national 
rising against the Austrian house, Barna revised it and played the revised melody on his violin to 
Rakoczy in protest against his ‘abandoning happiness to chase nothing.”’ 

This Rakoczy March, full of passion, temperament, sorrow and pain, soon became popular 
among the music-loving gipsies as well as among the Hungarian people. It was first put on paper by 
Carl Vaczek, of Jaszo, in Hungary, who died in 1828 at the age of ninety-three. Vaczek heard the 
Rakoczy March played by a granddaughter of Michael Barna, a gipsy girl named Panna Czinka, who 
was famous in her time for her beauty and her noble violin playing throughout all Hungary. Vaczek 
wrote down the composition and gave the manuscript to a violinist named Ruzsitska, who added to 
the original Rakoczy melody a march and a “‘battle music,’’ forming of the three parts a united 
whole. But it was the original melody composed by Michael Barna that was popularized among the 
Hungarian people by Panna Czinka, whose playing of it attracted great attention throughout her 
life, in the later years of which she led an orchestra consisting only of her sons. 

Since her time the Rakoczy March has undergone many revisions, of which the most important 
are those of Berlioz and Liszt. Berlioz worked together the original Rakoczy melody and the battle 
music of Ruzsitska and placed them in his ‘Damnation of Faust.’’ The first performance of his 
arrangement of the Rakoczy March, in Pesth in 1846, aroused the Hungarians to such a frenzy of 
excitement that its coda could not be heard and the composer himself was affrighted. Liszt made his 
version in 1840, but out of respect for Berlioz refrained from publishing it until 1870. 


IL FAUT AIMER (Love Must Be) (Song Accompaniment, High Voice in E) 
Rudolph Ganz 11618 2.00 


IRISH LOVE SONG (Mavourneen), Or. 22 (Song Accompaniment with 
Words) ‘ é A . . Margaret R. Lang 11388-S 2.00 


ISOLDE’S LOVE-DEATH (From ‘“‘Tristan and Isolde’’) Wagner-Liszt 6504-4 3.00 


Wicner’s “Tristan and Isolde,’’ born of his greatest love and by many accounted his greatest 
work, certainly contains the most impassioned music ever produced by this greatest of dramatic com- 
posers. Ernest Newman, his most discriminating critic, declares that ‘‘Tristan comes nearer to being 
all music and nothing else but music than any other work of Wagner.” 
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And both dramatically and musically the climax of this colossal music-drama is its final scene, 
where Isolde flings herself on the dead body of her lover and pours out her swan-song of ineffable 
loveliness and beauty. This was conceived by the composer as a kind of sad echo of the happy union 
of the lovers in the second act and one may recognize in this retrospective introduction of the same 
motives a symbolic expression of the lovers’ reunion after death, quite as simple and significant as 
the intertwining rose and vine which grow on their graves in the old story. 

“It is only artistic emotion that can be born anew again and again and yet again,’’ says Mr. 
Newman, and he asks: ‘‘Who feels anything but a glow of rapturous anticipation when the first 
notes of the Liebestod are sounded? He may have heard it all a hundred times before, and know every 
note of it by heart; but it will be as new and wonderful and inevitable to him at the hundredth hear- 
ing as at the first.”’ 

Liszt’s transcription of this marvelous music is itself a marvelous feat of genius in the trans- 
mutation of a complex and profound orchestral score into an idiomatic and playable Chowever diffi- 
cult) piece for the pianoforte. It is one of the greatest and finest of all his wonderful transcriptions; 
and Rudolph Ganz’s superb performance of it here recorded is a wonder and a delight. 


LIEBESTRAUM (Dream of Love), Nocrurne No. 2, ‘Blissful Death”’ 
Franz Liszt 5513-4 3.00 
LIEBESTRAUM (Dream of Love), Nocturne No. 3, “‘O Love’ Franz Liszt 6081-4 3.00 


‘letonee Liszt gave his three Liebestraume, or ‘‘Love Dreams,’’ the subtitle of Nocturnes, they 
might perhaps more properly be called Songs Without Words, since in form they are simple songs in 
several stanzas, with highly decorated accompaniments and cadenzas. Like the other two of the 
set, this Nocturne No. 3 was originally a song, composed by Liszt to a little poem in two four-line 
stanzas by Ferdinand Freiligrath, beginning: 
““O love, while love is thine to give, while 
true love yet remains to thee, 
The hour comes, when at the grave 
thou'lt stand, and weep full bitterly.”’ 


This piano transformation of the song was made in 1850 and published in the same year. It is 
particularly happy in reflecting in its melodies to a rare degree the simplicity and sentiment of the 
typical German song, while at the same time giving a good idea of the highly flexible and varied 
pianistic idiom of Liszt, an idiom filled with gradations of light and shade; and of his characteristic 
melodic and harmonic style. It is filled with subtle modulations, and these frequently illustrate the 
composer's fondness for lingering long upon a single tone, while the whole harmonic structure melts 
and changes, and recrystallizes. The singing beauty of its long-breathed melody, soaring above the 
richly harmonic accompaniment, has made it one of the best loved and most popular of Liszt's orig- 
inal compositions. 


LOVE AND SONG (Song Accompaniment, Sop. and Tenor, in A) 
Rudolph Ganz 11449-S 2.25 


MARCHE MILITAIRE FRANCAISE (No. 4 from ‘‘Suite Algerienne’’), 
(Two-Piano Accompaniment Roll) Charles Camille Saint-Saéns 10019 2.25 


MAZURKAIIN De Op 33, 2No. 2a E . Frederic Francois Chopin 57198 2.00 
MELODIE, Or 105No2 2) | . : , ; . Rudolph Ganz 6381-3 2.75 


ee fine and appealing Melodie affords a striking contrast to the companion piece grouped with it 
as No. 1 of Opus 10, a ‘‘Marche Fantastique,’ of which Lester Donahue has made an excellent Duo- 
Art Record. That piece is an ebullition of saturnine humor. Here we have a message of pure beauty, 
sweetness and light. A melody of noble simplicity, breadth and distinction is intoned to an appro- 
priate and interest-intriguing accompaniment in spread chords and arpeggios, and this individualis- 
tic harmonic investiture, while setting forth the theme in all its simple dignity, signally augments 
its beauty. Mr. Ganz has played it authoritatively, of course, with poetic feeling as well as ‘technical 
mastery, and made it sing entrancingly. 


MELODIE? Oraaa Naa Sergei Rachmaninoff 5636-4 3.00 
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PreweiieOre!4 No.2). °°... :. =. . .  . Rudolph Ganz 56290 2.50 


lie of all the compositions of this eminent pianist, this Menuett is imbued with a strong and 
virile individuality and with its own new glints of beauty. It is, in short, an odd and attractive little 
work, with an appealing melody and unusual harmonies, and a most interesting example of what a 
modern writer can do in the way of a new adaptation of an old form. 


WONG !UtC~C—SCi‘aw:*=<‘<éi‘“_iéCsésC;é‘“S;:S:CSC*é«S:SC*«*S:*SCSCW GR Liszt 6255-5 3.25 


IMianon's Sone, “‘Know’st thou the land where sweet the citron blows?’ in Goethe’s ‘‘Wilhelm 
Meister,’’ has inspired not a few composers, but Liszt’s is the most deeply emotional, as it is beyond 
question the most beautiful of all the settings of that famous poem. It is frankly in a vein of romantic 
sentiment, yet is held within the bounds of pure art. Longing is its keynote; longing for blue-skyed 
Italy, with its orange groves, marble treasures and other delights; and its opening phrase, with its 
peculiar melodic intervals and its rich harmonization, seems to condense the longing of the whole 
song; yet, as the music proceeds and develops, it is seen that this first phrase is only a prelude to a 
wealth of musical detail which colors and intensifies every word of the poem—the expressiveness of 
each succeeding melodic phrase seems more beautiful and poignant than the last. The harmonic ac- 
companiment, too, is full of surprising and surpassing beauties. 

The song was so successful that Liszt himself made the present arrangement of it for pianoforte 
solo, which takes high rank among his masterpieces, and which Rudolph Ganz has here interpreted 
with poetic feeling and masterly art. 


Nie GiZEPHYRS). >. |. . . . . =.= Adolf Jensen 6172-3. 2.75 
DNieeesieme Prcudeny—. = =. ww eC. SC Chopin-Liszt 6087-4 3.00 
NARCISSUS, Op. 13, No. 4 th? a ea Ethelbert Nevin 6920-3 2.75 

(Arranged and Played by Rudolph Ganz) 


Sac its first publication, in 1891, this little piece has sold by the hundreds of thousands of copies; 
for a quarter of a century it was thrummed in restaurants and whistled in the alleys of the world, 
until it became the most hackneyed and the most abused piano piece by any American composer 
—certainly no other had to stand such wear and tear. Nevin came to be known the world around as 
“The man who wrote Narcissus’’—to his whimsical disgust, for he considered it one of the least of 
his works. Yet it has vitality. Its direct and compelling charm of sincerity and freshness appealed to 
all hearts; for this ‘“Narcissus”’ is perfect in its kind—perfect in unity and in eurhythmic proportion. 

In his fine arrangement of it Rudolph Ganz has fairly re-created the piece, treating it with such 
sure and musicianly artistry as to restore its pristine beauty, freshness and charm. 


NOCTURNE IN A-FLAT, Op. 32, No.2 .  . Frederic Francois Chopin 6966-4 3.00 


eorin’s music, it has been well said by an anonymous writer, ‘‘is most decidedly abstract and ab- 
solute. Poetical as it may be, there is no meaning in it but the meaning of sound. Not only does it 
not call for supplementary explanations in terms of another art or of definite, emotional activities 
in life, it defies the effort that would so relate it to a world of perceptions. If we call it poetical, it is 
because it seems a fire of the imagination. Like fire, it burns the thought that would frame it.’’ This 
Nocturne in A-flat is a beautiful specimen of Chopin’s style of writing in the tender, calm and 
dreamy moods. Restful, gentle and soothing, it is compacted of ‘‘whisperings at dusk,’’ and it recalls 
Tennyson’s lines in the same mood: 

There is sweet music here that softer falls 

Than petals from blown roses on the grass, 

Or night-dews on still waters between walls 

Of shadowy granite, in a gleaming pass; 

Music that gentler on the spirit lies 

Than tired eyelids upon tired eyes. 
In the fine performance here recorded Mr. Ganz has conveyed its poetry most deftly and beauti- 
fully. 


NORWEGIAN BRIDAL PROCESSION, Op. 19, No. 2 
; Edvard Hagerup Grieg 56800 2.50 


In few of his compositions has Grieg mirrored more attractively the music of his own country than 
in the Opus 19 group of piano pieces which he named ‘‘Pictures from Folk-Life.’’ The second of the 
group, this ‘Norwegian Bridal Procession,”’ is the most popular of the interesting set. 
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Its music describes a peasant band, strutting at the head of a bridal procession—first heard in the 
distance when only the bass can be recognized, soon followed, however, by a charming rustic air. 
Gradually the music grows nearer and other melodious episodes make their appearance, the music 
assuming much brilliancy. After the climax has been reached, the band disappears in the distance, 
and the music grows fainter until it dies completely away. 


THE OLD REFRAIN CViennese Popular Song) . . Fritz Kreisler 64700 2.50 


Ton is one of those simple, ‘‘soulful,’’ altogether lovely melodies that goes straight to the heart 
of every hearer and lingers there, and even though one may never have heard it before, in some 
mysterious way reminds one of old friends and some happiness of other days. 


L’ONDINE, Op. 101 . Cecile Chaminade 5514-4 3.00 
PERPETUAL MOTION (Rondo from Sonata, Or. 24) Carl Maria Von Weber 6489-4 3.00 


Semrrep, dashing, flashing, iridescent as is Rudolph Ganz’s playing here recorded of this flitting, 
flickering ‘‘Perpetual Motion’’ Rondo (and it would bear away the palm for unflagging energy and 
breathless swiftness), it is even more remarkable for its equability, its smooth flowing and felicitous 
facility, its crystalline clearness. Despite its astonishing rapidity not a note is blurred or slurred; and 
all the delightful little subsidiary melodic phrases, as well as the principal themes of the piece, are 
made to sing entrancingly. A magnificent and a surpassingly beautiful performance flawlessly repro- 
duced, it rejuvenates for us a thoroughly charming bit of music. 


POLONAISE, Op. 77 (For Two Pianos) (First Piano Part) 
Camille Saint-Saéns 1207-4 3.00 
REVERIE DU SOIR (No. 3 from ‘‘Suite Algerienne’”) CTI wo-Piano Accom- . 


paniment Roll) . ae . Charles Camille Saint-Saéns 10028 2.00 
ROMANCE . : : : . Serge Rachmaninoff 6285-4 3.00 
ROMANCE IN D-FLAT, Op. 24, No.9 . . . . =. Jean Sibelzus 5842 GReeO 


‘ee greatest of Finnish composers, Sibelius is the only one to whom his government gives a pension 
for musical excellence. His most expressive instrument is the orchestra. But he has written nobly 
beautiful music for the pianoforte also, as is proved by this glorious Romance, in which there are 
elements of weird mystery and rugged grandeur. Its whole atmosphere is so strange, and so permeated 
with lights and shadows that are unfamiliar, and colors that are almost from another world, that at 
first it may bewilder some hearers. But repeated hearings establish it in favor. It is a great and glori- 
ous work. And it is so admirably suited to the instrument, so ‘‘grateful’’ as musicians say, that it has 
become extremely popular with pianists. 


ROMANCE Or2 28) Noy 29" ; ; ; . Robert Schumann 56600 2.50 


Nor so well known as it deserves to be is this fine Romance, the second of three pieces so naméd, 
which made up Schumann’s Opus 28. In it is exemplified this composer’s thorough individuality, 
alike in harmonies, rhythm, and coloring, and in the forms of the melodies. It is pervaded by a fresh- 
ness and force that are strengthened by an admixture of poetic moods and feelings, and again is 
typical of Schumann’s gift to music of a new means of expression, which hovered, as it were between 
pure instrumental music on the one hand and vocal music on the other, and thus received a certain 
indefinite and mysterious character of its own, which may most justly be called Romantic. 


i BeROSA RY yee ! : : ; j : ; . Ethelbert Nevin 63970 2.50 
(Transcription by Rudolph Ganz.) 


Ox evening in January, 1898, Ethelbert Nevin found in his mail a letter from an old friend of his 
childhood enclosing a copy of a short poem by Robert Cameron Rogers, beginning: 

The hours I spent with thee, dear heart, 

Are as a string of pearls to me; 

I count them over, every one apart, 

My Rosary, my Rosary. 

He was so impressed by the little poem that he forthwith set it to music. The song was first sung 

in public by Francis Rogers at a concert in Boston in February, 1898, and speedily became one of the 
most popular of American songs, being sung in almost every language around the world. 
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Mr. Ganz’s transcription of this appealing song is a free piano arrangement, very skilfully and 
effectively made and enhancing its musical quality, and here it is very beautifully played, making a 
charming Duo-Art Record Roll of assured popularity. 


SCHERZO IN C-SHARP MINOR, Op. 39 .  . ~~ Frederic Francois Chopin 6205-4 3.00 
SECOND GAVOTTE, Or.5,No.2). . . .  . Vassily Sapellnikoff 6993-4 3.00 


Rovotrs Ganz has here recorded an exquisitely beautiful performance of a captivating, worth- 
while piece of modern music that is not so well known to American music-lovers as it deserves to be. 
This is a modern example of a very old dance form used to produce a little concert piece of distinctive 
beauty and charm. The Russian composer Vassily Sapellnikoff has revivified the old form by filling 
it with a new content of individualistic beauty, which, nevertheless, is not a radical departure from 
its original quaintness, though it is a subtle refinement of its grace. Lovely, lilting melody, a finely 
wrought harmonic texture, just a tinge of Russian color and atmosphere, stirring rhythm, and nice 
variety and contrasts are the salient ingredients of this delightful piece, its chief characteristic being 
its delicious melodiousness. 


Sh@@MeMmAZURKA, Or-54 .- . .. =. ~. «2 . ~«ZBenjamin Godard 6326-5 3.25 


Rovorpn Ganz’s interpretation of this Second Mazurka by the richly talented French composer, 
Benjamin Godard, is a magnificent and a thrilling performance. He has taken this once popular old 
piece and made it the vehicle for an exposition of masterly pianistic art; has diversified its measures 
with vivid contrasts of light and shade, of delicacy and power; and indeed has given to the music 
new force and new beauty—new life, in short; enhancing its appeal an hundred-fold. 


THE SECRET (Das Geheimniss), From Op. 57 (Lyrical Pieces, Book VI, 
ee ee 2. Edvard Tlagerup Grieg 6683-3. 2.75 


As a writer for the piano, Grieg is at his best in the ‘‘Lyrical Pieces,’’ of which he composed more 
than 100, many of them being exquisite specimens of artistic workmanship and polish. Here Rudolph 
Ganz has recorded a fine, poetical and inspiriting performance of one of the best of these pieces. This 
‘Secret’ is an expression of deep humanity uttered with an emotional intensity almost as strong as 
that of a Wagner or a Tchaikovsky. It is imbued with charm and filled with inimitable and rich 
musical imagery. There are warmth and passion in its melodic phrases; teeming vitality in its har- 
mony, originality and beauty in the turn of its piquant and ingenious modulations and rhythms. It 
abounds in interest, novelty and independence. 
% 


SONATA IN D, (1) Allegro; (2) Largo; G) Presto . . Josef Haydn 6835-4 3.00 


1s fine, musicianly performance here recorded by Mr. Ganz shows that the best piano works of old 
‘Papa Haydn,”’ as Mozart playfully and endearingly nicknamed him, are still capable of producing 
a very beautiful, vivid effect when played in an artistic, intelligent, and conscientious manner. 
Haydn occupies an important place in musical history, for he was really the father of instrumental 
composers and he established the sonata-form on a permanent basis. 

He composed thirty-five sonatas for piano. This one in D Major, written in 1780 (Haydn was 
then forty-eight), is among the best of them. And it is one of the shortest, despite its three move- 
ments: an opening Allegro, sparkling and vivacious, in Haydn’s brightest manner; a short, quaint, and 
charmingly expressive Largo; and a very lively Presto Finale. The whole is imbued with Haydn’s 
limpid clearness, accuracy, symmetry, fine sense of structure, neatness and elegance of style, and 
above all his unflagging gaiety and good humor. It is quaint and lovely music, filled with golden 
sunshine, and Mr. Ganz’s performance of it is a pure delight. 


SONG OF THE BOATMEN OF THE VOLGA (Transcription by Harriet 
Cady) . : ) ; ' ; , : ; 


ils Song of the Boatmen of the Volga is sung, not while the boatmen are rowing, but when, by 
means of great ropes attached to the prows, they pull their heavy boats out of the water and up on 
the river’s bank; and its peculiar, long-breathed rhythm has the distinctive heave and surge of the 
motion of a group of toilers exerting their united strength to haul a heavy object. Its basic melody 
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Rupotex Ganz—continued 
is sweetly poignant with a tinge of melancholy and hints of the intense but languorous spirit 
of the East. 
Harriet Cady’s simple, straightforward pianoforte transcription of the Song as played by the 
Imperial Russian Balalaika Orchestra is here amplified and enriched with consummate pianistic art 
by Mr. Ganz, who has made of it a superfine Duo-Art Record of entrancing beauty and distinctive 


charm. 
STAR SPANGLED BANNER (Song Roll) .  .  . John Stafford Smith 101265 1.25 
THE SWAN (Le Cygne) . . . .  . Charles Camille Saint-Sains 60648 2.00 


Mak. Ganz has here recorded a fine, virile performance of this melodious and simply beautiful little 
piece by which the great modern French composer Saint-Saéns is perhaps better known than by any 
other of his pianoforte writings. It is a little gem whose lucidity and grace make it worthy of its 
great popularity. 


SYMPHONY, No. 5, in E Minor, Op. 95: ‘From the New World.’ Antonin Dvorak 


First Movement: Adagio; Allegro molto . a a 4  . . S52 6GRRRG 
Second Movement: Largo.  . 3 2) 
Third Movement: Scherzo, Molto vivace : : : . 5290 2.50 
Fourth Movement: Allegroconfuoco . % . |. | |) =iS;QGRIEEG 


(Arranged and Played by Rudolph Ganz.) 


Dvorax’s Fifth Symphony, which he named “‘From the New World,”’ has a peculiar interest for 
Americans; and, indeed, has become throughout America one of the best loved of modern sym- 
phonies. It was composed in 1893, and was first performed on December 15th of that year by the 
New York Philharmonic Orchestra, Anton Seidl conducting. Dr. Dvorak was then living in New 
York City as director of the National Conservatory of Music. He was made acquainted with the 
old Negro plantation songs which proved so congenial to him, by Henry T. Burleigh, at the time 
a young Negro student at the Conservatory, in whom he took great interest—and who has since 
become well known as both a singer and a composer. For several years a lively controversy waged 
over Dvorak’s alleged use of Negro melodies in this Symphony and his thereby pointing the way 
for a new school of American music. Burleigh says: 

‘There is no doubt at all that Dr. Dvorak was deeply impressed by the old Negro spirituals and 
also by the Foster songs. It was my privilege repeatedly to sing some of the old plantation songs for 
him at his home in East 17th Street, and one in particular, “Swing Low, Sweet Chariot,’ greatly 
pleased him, and part of this old spiritual will be found in the second theme of the first movement 
of the Symphony—it is ia G Major and is first given out by the flute. Dvorak just saturated himself 
with the spirit of these old tunes and then invented his own themes. There is a subsidiary theme 
in G Minor in the first movement with a flat seventh, and I feel sure the doctor caught this peculiarity 
of most of the slave songs from some that I sang to him; for he used to stop me and ask if that was 
the way the slaves sang.”’ 

The ‘‘New World Symphony”’ is in a measure Dvorak’s tribute to America. There is much 
of American influence in it, but more that is Czech and still more-of the peculiar and lovable per- 
sonality of Antonin Dvorak. It is a work of great musical beauty and vitality. 

With consummate mastery Rudolph Ganz, Conductor of the St. Louis Symphony Orchestra, 
has arranged and recorded for the Duo-Art a superb piano version of this charming Symphony— 
achieving an orchestral fullness and richness of tonal beauty, conveying to a surprising extent its 
mastery of detail, its unique color and atmosphere, and imparting its true spirit. 

The First Movement opens with a short but expressive introduction, Adagio, after which the 
first theme is proclaimed by the horns and the New World character of the work is illustrated by 
a rollicking passage for flutes and oboes. This in turn is followed by the second theme, the very 
slightly modified ‘Swing Low, Sweet Chariot.’’ A complicated and individualistic working up 
of these simple thematic materials constitutes the rest of the movement. 

The Second Movement is one of the loveliest slow movements in all symphonic music. In 
this mellifluous Largo with its romantic, long-breathed, and hauntingly sweet melody, Dvorak is 
said to have attempted to suggest the mood of the story of Hiawatha’s wooing, as told by the 
poet Longfellow. 

The Third Movement is a genuine Scherzo; lively, eager, impetuous, aggressive, and filled with 
good humor and jollity. It abounds in unusual and quite individualistic features, syncopations 
and curious alternations of instrumental color. The Trio is charmingly sportive, and contains, too, 
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an episode of exquisite gracefulness, which changes its physiognomy in a peculiarly engaging way 
when it goes into the major key. The principal theme of the first movement of the Symphony 
reappears in the Scherzo, and besides this device of reminiscence the whole Symphony is imbued with 
a spirit of unity by Dvorak’s rare skill in preserving a relationship, sometimes external and formal, 
sometimes spiritual, between his melodies. It is all a wonder and a delight. 

The final movement is the most vigorous, spirited and fiery of all and brings the Symphony 
to a stirring climax. There is practically a recapitulation of the principal material of the preceding 
three movements. The melodies are drawn on for their rhythmical and intervallic contents, and 
these are employed most ingeniously and learnedly to help along the development of the work. 
Introduced with a delightful touch of sly humor, the most important new thematic material is the 
extremely spirited and vigorous finale is an unmistakable paraphrase of “Yankee Doodle.’’ Appear- 

_ ing first as a legitimate development by abbreviation or diminution of the beginning of the principal 
subject of the movement, this waggish phrase is reiterated in the progress of the exposition until 
it becomes evident that, instead of being the innocent offspring of the finale’s subject, it is really 
the germ of the whole movement. 


VALSE CARNAVALESQUE, Op. 73 (Duet for Two Pianos) (First Piano 
Part Only) eee | . | Cece Chaminade 6936-4 3.00 


VALSE D’AMOUR, Op. 57, No. 5 Moritz Moszkowski 6418-3 2.75 


Like Chopin, Moszkowski has often shown his partiality for the waltz measure and many of his 
most bewitching compositions take this form. One of the most beautiful of them all is this charming 
Love-Waltz from the ‘‘Spring Suite’’ (Opus 57). It is not only entrancingly pretty, melodiously lilt- 
ing, supremely graceful, but masterly in every measure. 


VECCHIO MINUETTO . : : : . . Giovanni Sgambati 5530-4 3.00 
WALTER’S PRIZE SONG (From ‘‘The Mastersingers of Nuremberg’’) 
(Transcription by Alfred Jacell) . © . . Rechard Wagner 6674-3 2.75 


Wicnen’s only comic opera, ‘‘Die Meistersinger,’’ produced at Munich in 1868, although it con- 
tains comic and even farcical scenes, is in fact not so much comedy as satire, with a vein of wise and 
tender sentiment running through it. To a certain extent, it is autobiographical. The story of 
Walter's struggles against the prejudices and pedantry of the Mastersingers is an epitome of Wagner's 
own life-history, and if Beckmesser represents the narrow malice of critics who are themselves com- 
posers—and these were always Wagner's bitterest enemies—Sachs may stand for the enlightened 
public, which was the first to appreciate the nobility of the composer's aim. 

The opera is richly melodious and abounds in exquisite songs, several of which are easily detach- 
able from their context. But Walter’s Prize Song, which comes in the final scene of the opera, is the 
most refulgent gem of them all. This, indeed, is one of the most exquisitely beautiful things ever 
created by Richard Wagner, one of the world’s greatest creators of immortal music. 

Alfred Jaell’s piano transcription from the orchestral score is a surpassingly fine piece of work, 
skilful, brilliant, yet reverential, that succeeds in conveying the spirit of the original, and Mr. Ganz 
has played it superbly. 


WELLENSPIEL (Play of the Waves), Op. 14, No.1 . . Rudolph Ganz 5653-3 2.75 
WHAT IS LOVE? (Song Accompaniment Sop. or Tenor in D) Rudolph Ganz 12388-S 2.00 
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Ernest Schelling 


RNEST SCHELLING, who has won international renown both as pianist and as 
iz composer, was born in Belvedere, N. J., on July 26, 1876. He was a ‘‘wonder-child’”’ 

and made his first public appearance as a pianist when four and a half years old, 
at the Academy of Music in Philadelphia, in 1880. Soon thereafter he was taken abroad, 
and from 1882 to 1885 he studied with Mathias (Chopin’s pupil) in Paris, and also with 
Moszkowski. Then tn turn he studied with Pruckner, Leschetizky, Hans Huber, Barth, 
and from 1898 to 1902 with Paderewski at Morges, Switzerland. 

Before returning to the United States in 1905, Mr. Schelling made extended tours in 
Europe, from Russia to Spain, and was everywhere received as an interpreting artist of 
exceptional ability and attainments. He also toured South-America. Then he redoubled in 
the land of his birth the success he had won in foreign lands. 

Mr. Schelling’s compositions include orchestral works (a ‘‘Symphonic Legend,” Suite 
for Orchestra, ‘Suite Phantastique’’ for piano and orchestra, ‘Impressions from an Artist’s 
Life’’ Variations for piano and orchestra, and ‘‘A Victory Ball’’ Fantasia for orchestra); a 
violin concerto, a sonata for piano and violin, various works for piano solo, and several songs. 

Ernest Schelling records his interpretations exclusively for the Duo-Art Piano. 


Duo-Art Records by Ernest Schelling 
HOME, SWEET HOME! (Song Roll) . . . . Sir Henry R. Bishop 101588 2.00 


Efanzsr Scunrine has here recorded in masterly fashion the world’s best-loved song—the great 
home song of English-speaking peoples the world around. The words of ‘Home, Sweet Home!”’ 
were written by John Howard Payne, American playwright sojourning in London, in January, 1823, 
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and the song was first sung in public on May 8, 1823, at the initial performance in Covent 
Garden Theater, London, of an opera by Payne and Bishop entitled “‘Clari, the Maid of Milan.’’ No 
one at that performance could have divined the place in the affections of men reserved for this modest 
tune, for the opera was not much of a success, and has long since been forgotten. But within five 
years the song’s fame had encircled the globe, and its air which has been well described as a jewel 
that “‘sparkles forever on the forefinger of time’’ had been heard by a traveler in the wilds of Arabia. 
Within one year, indeed, the publishers of ‘‘Home, Sweet Home!”’ had sold more than 300,000 copies 
of the song and reaped a profit of more than 2,000 guineas. Poor Payne got nothing of this, or of sub- 
sequent sums. The genesis of the tune is unknown. Several years after the song had become famous, 
Payne told a friend: 

“T first heard the air in Italy. One beautiful morning, as I was strolling along amid some delight- 
ful scenery, my attention was arrested by the sweet voice of a peasant girl who was carrying a basket 
laden with flowers and vegetables. This plaintive air she trilled out with so much sweetness and 
simplicity that the melody at once caught my fancy. I accosted her, and after a few moments’ con- 
versation, I asked her for the name of the song, which she could not give me, but having a slight 
knowledge of music myself, barely enough for the purpose, I requested her to repeat the air, while I 
jotted down the notes as best I could. I sent it to Bishop at the time I was preparing the opera, 
‘Clari,’’ for Mr. Kemble. Bishop happened to know the air perfectly well, and adapted the music to 
the words.”’ 


HUNGARIAN RHAPSODY, No. 10 . : Sot UE . . Franz Liszt 5708-3 2.75 
NOCTURNE IN F-SHARP, Or. 15, No. 2 : . Frederic Francois Chopin 56810 2.50 
NOGEWRNE IN G, Or. 37; No.2. ; : . Frederic Francois Chopin 5839-3 2.75 
POLONAISE IN A-FLAT, Or. 53... _—..:-*Frederic Francois Chopin 57210 2.50 
Semmes MINOR. . ... . -...... . Franz Lisgt 
First Movement: Lento; Allegroenergico . . . . .  ~ 57700 2.50 
Second Movement: Andante sostenuto : : 57860 2.50 
Third Movement: Allegroenergico «© . . . .+.-. - 57990 2.50 


Tasse three fine record-rolls embody Ernest Schelling’s masterly performance of Liszt's monumental 
Sonata, one of the most imposing and magnificent creations in the whole range of pianoforte music. 
Epic in bigness, it is yet a tremendously dramatic and fascinating work. ‘The opening bars are truly 
Lisztian,’’ says Huneker. ‘‘The gloom, the harmonic haze, from which emerges that bold theme in 
octaves (the descending octaves Wagner recalled when he wrote his Wotan theme); the leap from 
the G to the A-sharp below—how Liszt has made this and the succeeding intervals his own. Power 
there is, sardonic power.’ 

Then follows a magnificent chorale that soars and sings, and in turn a faint return of the opening 
motive and a lovely cantando expressivo in D. Anon, the bold theme so eloquently proclaimed at the 
outset is solemnly sounded with choric pomp and power. Then ‘‘the hue and cry of diminished 
sevenths begin, and this tonal panorama with its swirl of intoxicating colors moves kaleidoscopically 
onward.”’ The chorale is repeated. The main theme is developed in a short but powerful fugue, fol- 
lowed by a section of great dramatic power. All this leads toa prestissimo finale of startling splendor. 
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John Powell 


OHN POWELL has achieved note- 

worthy success both in Europe and 

America as a pianist of distinguished 
individuality and a composer of originality 
and genius. He was born in Richmond, 
Virginia, in 1882, and before he was five 
years old had given evidence of extra- 
ordinary musical talent. After graduation 
from the University of Virginia in 1901, 
having completed in two years the course 
for the degree of Bachelor of Arts, he went 
to Vienna and studied under Leschetizky 
for five years, also taking work in compo- 
sition under Navratil. Making his initial 
appearance as a concert pianist in Berlin 
in 1908, he concertized for several years 
in the leading European cities before re- 
turning to the United States in 1912. His 
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works include many pianoforte compositions, songs, violin and chamber music, suites and 
sonatas, and concertos for piano and orchestra, and for violin and orchestra. 


Mr. Powell records his interpretations exclusively for the Duo-Art Piano. 


Duo-Art Records by John Powell 


THE BANJO PICKER (From ‘“‘At the Fair: Sketches of American Fun’’) 


John Powell 59409 2.25 


BERCEUSE, Op. 13 


|Dessciae clever, and quite as captivating as it is clever, is this ‘‘Banjo Picker,’’ the last of the six 
little pieces making up John Powell’s pianoforte suite, ‘At the Fair’’; and, unlike some of the other 
parts of that suite, it is unmistakably and unequivocally American in atmosphere and in flavor. 

A few introductory measures, suggesting ‘‘Dixie,’’ serve to usher in the principal theme of the 
piece. This, Mr. Powell assures us, is a verbatim reproduction of a darky banjo-player’s version of 
the ‘‘Mississippi Sawyer,’ an old English country dance that was exceedingly popular among the 
early American pioneers. A second and contrasting theme follows, based on the negro folk-song *‘Old 
John Hardy,”’ which has a charming rhythm of its own and a special interest for musicians in the fact 
that it is in the Mixolydian Mode. After the presentation of this novel feature, the main theme recurs 
with harmonic and contrapuntal ornamentations and is worked up to an exciting climax. The suc- 
ceeding coda fades gradually away until it closes. as the piece began, with the strains of ‘‘Dixie.”’ 


As DELICATE, dainty and precious in its ravishing beauty as the first wild flowers of spring is this 
dreamy and caressing little Cradle Song, which only needs to be heard once to win instant favor. 
Its composer is a Russian musician of whom little is known in America, although his works include 
an opera, a symphony, symphonic poems, incidental music to two of Sophocles’ tragedies, several 
choruses, and many pianoforte pieces and songs. 
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Joun PowELt—continued 
CIRCASSIAN BEAUTY (From ‘‘At the Fair: Sketches of American Fun’’) 
John. Powell 58369 2.25 


be. is the second of the six pieces making up Mr. Powell’s pianoforte suite entitled ‘‘At the Fair."’ 
Of the inception of the piece the composer has said: 

“The beauty of the Circassian women has been famed since ancient times, and although the 
examples that are offered us on the midways are scarcely typical, one looks deeper than the gaudy 
tinsel and tawdry luxury. One can find even here that suggestion of voluptuous romance and exotic 
mystery that so charmed us on our first reading of the Arabian Nights; for no matter how coarsened 
or vulgarized the ‘beauty’ may be, if she is a real Circassian she will still retain traces of these 
qualities.”’ 

Although no actual folk-tune is used in this brilliant and fascinating ‘‘sketch,’’ the composer 
succeeds admirably in suggesting in the phrases of the melody and in the harmonies a fire and passion 
of the Orient, cloaked with sensuous languor, but ever threatening to burst forth. 


CLOWNS (From ‘‘At the Fair: Sketches of American Fun’) . John Powell 59228 2.00 


Axroceraer delightful is this clever bit of musical humor, the fourth of the six short pieces making 
up Mr. Powell’s pianoforte suite, ““At the Fair.”’ It is a brilliant little Harlequinade, or Humoresque, 
in very modern syncopation, filled with color and rich in contrasts and fine shadings—the alternation 
of loud and boisterous passages and sly quips and whispered jokes admirably portraying the char- 
acteristic antics of American clowns at their fun-making. 


ENTRANCE, Op. 82, No. 1 (From ‘“‘Forest Scenes’) . Robert Schumann 63379 2.25 


Kane of the Romantics, Schumann was also one of the most important forerunners of the modern 
tonal landscapists, and his ‘‘Forest Scenes,’’ nine short pianoforte pieces composed in 1848 and °49, 
constituted a noteworthy advance beyond the attempts of most of his predecessors at transcriptions 
into music of what Henry More called ‘‘the Outworld.”’ So this exquisite little piece, while it does 
not attempt to depict any specific Forest Entrance, does convey subtly but unmistakably a suggestion 
of the quiet and purifying atmosphere of a forest approach and charms by the graceful skill with 
which this is done no less than by the suggestion itself. 


FAREWELL, Op. .82, No. 9 (From ‘Forest Scenes’’) . Robert Schumann 61610 2.50 


Nox only an entirely adequate, but indeed an exceptionally sympathetic, and therefore an excep- 
tionally poetical interpretation is here recorded by John Powell of one of the most poetical and most 
beautiful of Schumann’s short pianoforte pieces. The final number of the set of pieces called ‘Forest 
Scenes,’’ composed after he had entered the shadow of the mental malady which was to end his life 
only a few years later, this exquisitely beautiful little tonal poem is as richly freighted with Schu- 
mann’s own particular fancy as anything he ever wrote, and is finely representative of his ‘‘Roman- 
tic’’ scheme. 


GERMAN DANCE, No.3 (Arranged by Isidor Seiss) Ludwig van Beethoven 66800 2.50 


Ma. Powett has here recorded a brilliant and captivating performance of a captivating bit of 
music in lighter vein by the Titan of composers. Because of the overwhelming number of his works 
of large dimensions and in serious mood, even that part of the general public that has some acquain- 
tance with music does not often think of Béethoven as a humorist capable of perpetrating a joke in 
music, of as a writer of dance music. Yet he could do dance rhythms of compelling swing, and he 
often did crack musical jokes. 

The German Dance, brilliantly arranged by Isidor Seiss, is fascinating in the variety and rich- 
ness of its musical content—its vigorous robustness repeatedly alternating with an astonishing 
daintiness and dulcet grace. Only Beethoven could have done it in just this way. Its measures are 
studded with unexpected turns and quips and modulations, with unique and very Beethovenish 
whimsies and perversities, and the whole piece is a good example of some of the peculiarities which 
made Beethoven so original and so irresistible. 


HEARTSEASE, Op. 8, No. 2 (Song Accompaniment, D-Flat) John Powell 11598 2.00 
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HUNTING SONG, Op. 82, No. 8 (From “‘Forest Scenes’”) Robert Schumann 62010 2.50 


oes nine short piano pieces making up Schumann's ‘‘Forest Scenes’’ were composed in 1848 and 
1849, when his powers had already begun to be clouded by the mental malady which a few years 
later ended his life. Yet these delightful pieces are as brimful of fancy as any of his works. This most 
happy, carefree Hunting Song, for instance, is thoroughly imbued with the imaginative quality of 
his romantic spirit, and is wrought out with his best skill. 


HOOCHEE COOCHEE DANCE (From ‘“‘At the Fair: Sketches of American 
Fun’’) toe elle Gg John Powell “585 


Tes composer's intention in writing his suite for pianoforte entitled ‘‘At the Fair’’ was to give 
vivid if somewhat idealized, impressions of local color, characteristic of the lighter and more re- 
laxed moments of Americans. This piece is the first of six making up the suite, each representing a 
characteristic moment of the ‘‘midway’’ of a Southern fair. A note printed in one of Mr. Powell’s re- 
cital programs says of it: 

“The fundamental theme of this piece is taken from the street song that swept all over the 
United States shortly after the Chicago Exposition in 1893, where, for the first time, Oriental body 
dancing was seen in this country. The piece opens with an introduction suggestive of the drum 
rhythms and trills and quavers of the Arabian Oboe which lead shortly into the dance. The theme is 
developed with sinuous and suggestive syncopations and reaches its first climax embellished with 
crude counterpoints and sinister harmonies. An episode of a more delicate nature is now introduced in 
a major key, after which the principal theme recurs fortissimo accompanied by barbarous knocking 
syncopations in the bass. The agitation becomes ever greater until the theme, overcome by the dizzy 
swirl, collapses in exhaustion while the drum and oboe motifs rise triumphant above it. A coda 
based on ideas in the introduction brings the piece to a sombre and sinister close.”’ 


MERRY-GO-ROUND (From ‘“‘At the Fair: Sketches of American Fun’’) 
John Powell 62090 2.50 


Tats clever, well written and interesting little rondo is the third of the six short pieces grouped to- 
gether to form a suite entitled ‘At the Fair: Sketches of American Fun.’’ The composer's own per- 
formance of it makes a delightful record-roll of a delightful bit of genre painting in music, bringing 
vividly before the hearer the characteristic moment of the ‘‘midway’’ of a southern fair when the 
merry-go-round bestows its joys upon its load of happy, laughing children. 


PIONEER DANCE (From Suite, ‘‘In the South"). . . John Powell 6366-3 2.75 


Tims spirited and delightful Pioneer Dance is the third piece in Mr. Powell’s pianoforte suite enti- 
tled ‘‘In the South.’’ The piece has an unmistakably American tang, a characteristic flavor of earlier 
days, reflecting the rollicking, care-free spirit of the Pioneers and, in a finely wrought work of art, 
preserving that spirit as it is still kept among their descendants in out-of-the-way places. 

It is based on two themes, the first of which, originally an old English Sir Roger de Coverly or 
Virginia Reel, but now known as the ‘“‘Arkansas Traveler,’’ was a favorite tune among pioneer 
settlers of the eighteenth century and well into the nineteenth also. This tune reached the height of 
its popularity at the time of the settlement of the Middle West—Arkansas, Missouri, Notthern Texas 
—where everybody sang it, with words beginning ‘‘Hello, Stranger! Hello, Yourself!’’ The second 
theme also is probably of Anglo-Saxon origin, although it has disappeared as an Anglo-American 
folk-song, having been taken over by the darkies and adapted to their mood and method of expres- 
sion. They sing various sets of words to it, on the order of the common refrain “‘Any old nigger with 
ordinary sense would a-throwed them soap-suds over the fence,’’ whence the tune has come to be 
called ‘‘Soapsuds.”’ 

Without attempting in any way to distort or to modernize them, Mr. Powell has very skilfully 
harmonized these themes to bring out the rollicking fun and nonchalance of pioneer times and has 
combined them into a captivating piano piece. 


POEME EROTIQUE . : f f : ‘ ; : . John Powell 62420 2.50 


1fse latest of Mr. Powell's original compositions to be recorded for the Duo-Art Piano, in his own 
inimitable interpretation, is built upon one of the finest, most loftily sustained melodies he has ever 
written, a hauntingly beautiful, soulful, singing melody that is a revelation to every hearer of fresh 
new loveliness in music. This lovely lover’s song is sung to a simple but highly effective accom- 
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Joun PowrL~—continued 
paniment that leads to a vigorous middle section of the piece which works up to a passionate climax 
of thrilling power and sonorousness, ending in a crash of chords in the bass. Then the original melody 
returns and the lover ends his song as rapturously as he began it. 


SCHERZO IN BMINOR, Op. 20 . . .._— ...- ‘Frederic Francois Chopin 6490-4 3.00 
peeeeeeriEIN A MAJOR, No.l. . _. Daniel Gregory Mason 67659 2.25 


Ma. Powett has here recorded very skilfully and poetically one of the finest piano pieces that has 
come from the hand of an American composer in some time. Appropriately named, since it has the 
clear-cut sharpness of outline of a silhouette portrait, this is an exquisitely beautiful and a highly 
individualistic work. Its fine, broad, singing melody in the lower register of the instrument is set 
forth first to a simple accompaniment, but in the course of development this flowers into a new and 
beautiful figure and intricate descending scale passages that are highly effective and novel and de- 
lightful. There are deft touches of modern harmonic treatment, and novel rhythmic effects. The 
whole structure is firm, well-knit and fine; and the piece is charming in its fresh, new beauty. 


SNAKE CHARMER (From ‘‘At the Fair: Sketches of American Fun’’) 
John Powell, 58269 2.25 


tlie title of this charming little composition tells us at once that we may expect a delineative study 
in tone rather out of the ordinary; and it proves to be a graphic musical picture, indeed, almost start- 
ling in its simulation of reality. There is an introductory group of reverberating chords that rivets 
the attention, and then a colorful melody of sinuous contour, luscious, sweet and strong, undulates 
through accompanying harmonies of beauty and individuality. One has but to close his eyes to see 
the whole vivid scene, even to the dartings of the serpent’s forked little tongue. 


SONATA IN C, Op. 53 (‘Waldstein’’), First Movement Ludwig van Beethoven 66010 2.50 


Besrnoven’s great Sonata in C Major, Op. 53, was published in 1805 and dedicated to Count 
Waldstein. Because of that dedication the Germans have always called it the ‘‘Waldstein Sonata.”’ 
But the French have a more poetic and a better name for it. They call it “l’Aurore’’—the Morning 
Dawn Sonata. 

Composed in 1804, when Beethoven was entering upon the most prolific and most powerful 
period of his whole career, this wonderfully beautiful Sonata, no less than the Sixth Symphony, is 
eminently pastoral in the sense which Beethoven attached to the word, and belongs to the remarkable 
group of not less than ten great works in which he sets forth his love of Nature and the impressions 
and emotions resulting from close communion with her. 

This First Movement of the Sonata is filled and permeated with pastoral charm and grace and 
loveliness. Mr. Powell has played it very beautifully, indeed; with perfect command of its technical 
requirements, with the utmost grace and delicacy in tonal shading and nuance, and with sympathetic 
understanding and poetic insight into the very heart of the composer’s message of adorable beauty. 


TO A BUTTERELY, Op. 15, No. 2 (Song Accompaniment, Soprano, in F) 
John Powell 11468 2.00 


WHITE BIRCHES (From ‘‘The New Hampshire Woods’’) Op. 12, No. 1 
Marion Bauer 67339 2.25 


Manton Baver’s exquisitely poetic and impressionistic bit of tonal landscape painting is a dainty, 
delicate, shimmering little piece, woven out of a wholly new tonal stuff, peculiar to our time and use. 
In it she has succeeded amazingly well in exciting a mental image by means of an auditory impression, 
for she has conveyed the atmosphere and thereby suggested the aspect of a corner of her beloved New 
Hampshire Woods, and withal, has created a novel and charming piece of music. Mr. Powell's per- 
formance is a finely sympathetic and poetic interpretation of this very beautiful little tonal landscape. 


WITCHES’ DANCE (Hexentanz), Op. 17, No.2 .  . Edward MacDowell 65860 2.50 


Serrrep, sparkling, poetic, subtly nuanced, flawless, and an unfailing delight is Mr. Powell’s per- 
formance of MacDowell’s scintillant Witches’ Dance—a performance that conveys with complete 


understanding and exceptional skill the romantic vision which the composer meant his music to 


suggest. 
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“It is to the persistent embodiment of the valid spirit of romance that MacDowell’s work owes 
its final and particular distinction,’’ says Lawrence Gilman in his excellent monograph on the fore- 
most of American composers. He adds: *‘He has chosen more than occasionally to employ, in the 
accomplishment of his purposes, what seems at first to be precisely the magical apparatus so neces- 
sary to the older Romanticism. Dryads and elves are his intimate companions, and he dwells at times 
under fairy boughs and in enchanted woods; but for him, as for the poets of the Celtic tradition, 
these things are but the manifest images of an interior passion and delight.”’ 

This is exemplified even in so early a work as the ‘’Two Fantastic Pieces,’’ of which the Witches’ 
Dance is the second, composed when MacDowell was twenty-two years old and while he was yet 
under the formative influence of Raff. 
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Nikisch, thecelebrated conductor 

(well remembered in America as 
the leader of the Boston Symphony Orches- 
tra from 1889 to 1893 and for his tour of 
the country with the London Symphony 
Orchestra in 1912) was born on May 21, 
1900. He began the serious study of the 
pianowhen ten years old. He studied under 
Robert Teichmuller at the Leipzig Con- 
servatory, and also had the advantage of 
the personal supervision of his father. At 
thirteen he made his first public appear- 
ance, in Leipzig. A few years later he ap- 
peared in two-piano recitals with his 
father, and also played as soloist in many 
orchestralconcertsunder hisfather’s baton, : 
as well aswith other European conductors. [) Gs 
In company with his father, he made his © @yye6 CUMIN Seige’, 
first extended tour to South America in °* 
1921. In the autumn of 1922 he was heard in London, both with orchestra and in recital, 
and was pronounced ‘‘worthy of the great name he bears.’’ He made his American debut on 
October 23, 1923, in Carnegie Hall, New York, and his first orchestral appearance with the 
Boston Symphony on November 2. 


Mr. Nikisch records his playing only for the Duo-Art Piano. 
A Duo-Art Record by Mitja Nikisch 


VALSE IN A MINOR, Op. 34, No.2. . .  . Frederic Francois Chopin 66590 2.50 


Accorpine to Stephen Heller this was Chopin’s favorite among his fifteen Valses. Heller said that 
one day when he was in a music shop in Paris, Chopin entered, and overhearing Heller ask for one of 
his Valses, asked which of them he liked the best. “‘It is difficult to say which I like best,’’ answered 
Heller, ‘‘for I like them all; but if I were pressed for an answer, I should probably say the one in 
A-Minor.”’ ‘‘I am glad to hear that,’’ replied Chopin, “‘it is my own favorite also.’’ And he was so 
greatly pleased that he took the Hungarian composer to luncheon at the Café Riche. 

It has been the beloved Valse of many another since that day; and no wonder, for it is of sur- 
passing beauty, tenderness and sweetness, and is imbued with a tinge of Sarmatian melancholy. 
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Ernest Hutcheson 


ORN at Melbourne in 1871, Ernest 

Hutcheson made a tour of Australia 

as a child-pianist when only five 
yeats old. His first teacher was Max 
Vogrich. A few years later he went to 
Germany, where he studied at the Leipzig 
Conservatory and with Stavenhagen at 
Weimar. He has concertized extensively 
in Europe and the United States, and has 
won for himself a place among the fore- 
most contemporary pianists. He is an ex- 
ceptionally successful teacher; and he has 
published several piano compositions. He 
has also written a symphony, a symphonic 
poem, a piano concerto, a violin concerto, 
and other works. 


Mr. Hutcheson records his interpre- 
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Duo-Art Records by Ernest Hutcheson 


CAPRICE (CAPRICCIO) IN B-FLAT . : : q Domenico Scarlatti 69079 2.25. 
(Transcription by Ernest Hutcheson. ) 


ibss is a fine and scholarly arrangement for the piano of one of the most celebrated and most beau- 
tiful of the harpsichord pieces of Domenico Scarlatti, greatest of the Italian virtuosos of that instru- 
ment and the founder of modern piano technic. Mr. Hutcheson has adapted it to the modern piano 
very skilfully and without sacrificing any of the freshness and richness in pure musical beauty, any of 
the abounding grace and animation, any of the peculiar charm of the original composition. 

Scarlatti, of course, dealt in tonal effects and beauty of form rather than emotional expression 
(which did not come into music until after his time). Yet this quaint and fascinating musical antique 
has individuality and in its lightness and gaiety possesses something of Scarlatti’s delightful person- 
ality. Like most of his harpsichord pieces, it is a single movement in two sections, in the first of 
which the rhythmic swing and antique flavor have dominance, while in the second a more expressive 
melody of much sweetness and grace is developed, and the whole piece ends with a particularly deli- 
cate and beautiful rhythmic effect. Mr. Hutcheson has played it expertly and delightfully. 


Momemim@eriON IN D-FLAT, No.3 . . . : . . Franz Liszt 65470 2.50 


Tiss “‘Consolation,’’ though published in. 1850, was doubtless composed several years earlier in 
Italy, for it is ‘‘impregnated with Italian mellowness.’’ It is a simple, delicately beautiful little piece 
belonging in the category of Liszt's most characteristic compositions which prove that the technical 
aspects of his work, though they have received by far the larger share of the critics’ attention, are 
really and wholly subordinate to those emotional aspects wherein his true personality dwells. It is 
an expression of emotion, exquisitely refined in the alembic of pure art, and Mr. Hutcheson has 
played it with poetic delicacy, refinement and charm. 


DUeoism DIE RUH (Thou Art Repose) . . '.  . Sthubert-Liszt 57909 2.25 


Tx was in his Weimar days that Liszt wrote this wonderful transcription of one of Schubert's most 
beautiful songs—a master song among master songs. This inspired melody is known to every devotee 
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Ernest Hurcurson—continued 
of the highest beauties in music; and Liszt with complete veneration for the original mood of 
Schubert's song, has at first stated the original melody quite simply; then, gradually with each suc- 
ceeding verse, has added complementary chords and figures until with the final verse a powerful 
dramatic climax is reached. 


FINGAL’S CAVE OVERTURE, Op. 26 .  Felix-Mendelssohn-Bartholdy 515-6 3.50 
(Played by Ernest Hutcheson and Rudolph Ganz.) 


Menvetssonn paid no less than ten visits to England, and became a great favorite with the English 
people. On his first visit, when he was twenty years old, after spending the music season of three 
months in London, he went on to Scotland, where both scenery and historic associations greatly im- 
pressed him. In a letter dated ‘‘On one of the Hebrides, August 7, 1829,’’ he wrote a description of 
his visit to Fingal’s Cave and gave the first twenty bars of this Overture, “‘to show how extraordi-: 
narily the place affected me.’’ The Overture had its first performance at a Philharmonic Concert in 
London, in May, 1832. 

The ‘‘Fingal’s Cave Overture’’ (also called the ‘‘Hebrides’’—Mendelssohn himself used both 
titles) is not program music in the more modern meaning of the term, but belongs in that class of 
poetically suggestive works of which Beethoven's ‘‘Pastoral Symphony’’ is the great prototype, and 
which Beethoven characterized as ‘‘more an expression of feeling than painting.’’ Yet it was on the — 
strength of this Overture that Wagner praised Mendelssohn as ‘‘a landscape painter of the first order.” 

In this very beautiful and ever delightful Overture, with its steady ground-swell of rhythm, its 
rushing climaxes, its long, solemn hushes, and its trumpet calls and echoing phrases, so suggestive 
of wide ocean and great spaces of air, there are no attempts at trivially literal imitation of the cries 
of sea birds, the beating of the surf, or any other natural sounds or objects. Its value, whether as 
“program music’’ or as ‘absolute music,”’ depends on its grace, strength, and sonority, its power to 
create an atmosphere, to set the mind in a favorable mood and let it imagine for itself. 

An excellent four-hand piano arrangement of this entrancing work is here superbly recorded by 
Ernest Hutcheson and Rudolph Ganz. 


MOMENT MUSICAL, Op. 94, No. 4 ; : ; : Franz Schubert 64929 2.25 


esis ‘Moment Musical’’ by its quaint modulations, full harmonies and dreamy elegiac expression 
exerts a special charm. It is indeed a small mine of the lovely fancies and caprices of Schubert, who 
practically in such extemporized pieces gave himself up without reserve to the play of his genius 
and fancy. 


PERPETUAL MOTION . : . ; ; : . . Alkan-MacDowell 61440 2.50 


Perveruat Morton” is an inadequate name for this veritable tonal whirlwind, an arrangement by 
MacDowell of the third of ‘Trois grandes Etudes’’ by the French composer. Charles Henri Valentin 
Morhange, called Alkan, which present unique technical specialites, difficulties of a titanic sort, 
effects peculiar to the instrument carried to the very verge of impossibility. The piece is one of Mr. 
Hutcheson’s battle horses, and he has recorded an astounding performance of it—a performance that 
fairly takes one’s breath away, yet is at the same time musically effective. 


REVERIE... . . . . . « .. Glande Achille Debussy (59D 


Cues AcuitLe Drsussy was a mystic, a dreamer of dreams, a weaver of spells, a poet of subtle 
and clairvoyant imagination. And such indeed we find him in this exquisitely delicate and hauntingly 
lovely Reverie. It is a dream painting of Elf-land, this delicious Reverie, filmy, shadowy, diminutive 
—a phantasmagoria of the spirit, peopled with strange and evanescent shapes, dainty and delicate 
and fragile, that woo the listening ear with the supernal beauty of their eerie and capricious song. 
It defies analysis. But it communicates at least a hint of the state of creative ecstasy characterized by 
one of our poets as ‘‘Drugged with a joy unutterable;’’ and this because its composer has opened for 
us the magic casements of a dreaming mind. 


SONGS WITHOUT WORDS, No. 25: “May Breezes,’ Op. 62, Nome 
Felix Mendelssohn-Bartholdy 70600 2.50 


Gaeuxe and exquisite in its delicacy, its luster, its polish, and in its fine setting fashioned with 
fastidious taste, is this very beautiful and suavely graceful piano lyric. It is the first of the six pieces 
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Ernest HutcHeson—continued 


making up the Fifth Book of Mendelssohn’s ‘‘Songs Without Words,’’ published in 1844. The 
composer himself did not give it a separate title, but the one by which it has come to be generally 
known was happily chosen, for the music has the gentleness, the soft and balmy quality, the fresh- 
ness and the clear delight of ‘‘May Breezes.’’ Mr. Hutcheson has characterized the piece as ‘'a 
lyric of lovely serenity.’’ He has played it exquisitely. A restful, soothing, and altogether delightful 
evocation of lovely and euphonious tones is this masterly record. 


SPINNING SONG (From ‘‘The Flying Dutchman”). . Wagmer-Lisgt 57739 2.25 
VALSE IMPROMPTU PO a cd Franz Liszt 61580 2.50 


mone the surpassingly brilliant virtuoso pieces composed by the greatest piano virtuoso the world 
has ever known, this Valse Impromptu has many elements of popularity, partaking alike of the ap- 
pealing rhythmic characteristics of the waltz and of the novelty and freedom of an improvisation. 


Vee CCt~st~<“CSsS.C*«<CSSTC(‘(CS“((CO#dW Pam Liissgp’ 58220 2.50 


Ix was Camille Saint-Saéns who said of Liszt that ‘‘the remembrance of his playing consoles me for 
being no longer young.’’ And Saint-Saéns sets great store on Liszt's original compositions, those for 
solo piano particularly, the eminently pianistic quality of which commends them to every true lover 
of the instrument. Among those piano compositions this Valse Oublice deserves to be better known 
than it is. For it is a charming work, exquisitely graceful, of a butterfly lightness and brightness. 
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Igor Stravinsky 


GOR STRAVINSKY, acclaimed throughout the musical world as the greatest of living 
[ Russian composers and as the greatest musical revolutionist of his time—the redoubtable 

W. J. Henderson names him “‘the boldest and most independent spirit of all the modern- 
ists,’’ who ‘‘has achieved progress toward the light by sheer force of his indomitable im- 
agination, which rises superior to theories.’’ Igor Stravinsky records his piano playing 
exclusively for the Duo-Art. 

Igor Fedorovitch Stravinsky was born at Oranienbaum, near Petrograd, on June 17, 
1882. Despite his musical proclivities and the remarkable pianistic ability shown in his 
childhood, his father intended him for a legal career, and it was not until he was twenty 
years old that he decided to abandon the law for music. That decision was brought about by 
a meeting with Rimsky-Korsakoff in 1902. For the next four years he studied composition 
and instrumentation with Rimsky. 

He first attracted attention as a composer in 1908, when Alexander Siloti with his 
orchestra in Petrograd produced Stravinsky’s ‘‘Scherzo Fantastique’? (Opus 3). This ap- 
pealed to Sergei Diagileff, director of the Russian Ballet, who forthwith commissioned him 
to write the music for a ballet, ‘“The Fire-Bird.’’ The highly successful production of that 
work in Paris in 1910 was followed in’ rapid succession by other ballets: ‘‘Petroushka”’ 
(1911); ‘The Rite of Spring’ (1913); ‘“The Bees’’ (1917); and an opera, *"The Nightingale’’ 
(1914). All of these works were staged in Paris, and Stravinsky was proclaimed a genius 
and a prophet. 

His other works include a symphony (Op. 1), ‘‘Fireworks’’ for orchestra (Op. 4), a 
Funeral Chant (Op. 5) in memory of Rimsky-Korsakoff; various piano pieces; several songs; 
_ three pieces for string quartet; a one-act opera, ‘‘Mavra’’; “Symphonies for Wind Instru- 
ments,” an elegy for Debussy; an ‘‘Octuor’’ for wind instruments; and a piano concerto, 
which the composer played for the first time with the New York Philharmonic Orchestra, 
on February 5, 1925. 
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Igor Stravinsky Recording His ‘Sonata’ for the Duo-Art Piano 


Duo-Art Records by Igor Stravinsky 


CONCERTO—First Movement: Largo; Allegro . . Igor Stravinsky 528-4 3.00 
(Arranged and Played by the Composer.) 


NIQUE in its combination of old and new musical features is Igor Stravinsky's Piano Concerto, 
which he played for the first time with the New York Philharmonic Orchestra on February 5, 1925. 
At that time he said: “‘It is a work quite in the style of the seventeenth century—that is, the seven- 
teenth century viewed from the standpoint of today. I was born under the ‘Well-tempered Clavier,’ 
and I write in the well-tempered scale. I go back to Bach and to Palestrina and to the old Russian 
church music.’’ In this Concerto he proves to the hilt the truth of that contention. But along with 
its frank imitation of the style of Bach there is a stimulating infusion of Stravinsky—the Stravinsky 
of inexhaustible powers of musical decoration. A noteworthy instance of this is to be found in the 
closing part of the First Movement, of which the composer himself has here recorded an expert 
performance, adapting and adding the orchestral part, and making a Duo-Art Record of novel 
and fascinating interest. 


SONATA (te) 9 i ee Igor Stravinsky 
First Movement: Moderato .+...' 5. | 5) 5 
Second Movement: Adagietto 2 0) bas oap ey. oe OR peg Tea a 
Third Movement: Allegro moderato’... . . . «2 |) 70Q23smmEE 


Tis Sonata is founded directly on the style of Bach, and there is nothing futuristic about 
it. The First Movement is a fascinating novelty—a freely developed ‘‘Moderato’’ move- 
ment, in which odd, individualistic melodies are set forth in an intensely interesting harmonic 
investiture that is both novel and modern, but not ultra-dissonantal, and the whole is imbued with 
remarkable rhythmic mastery. The Second Movement provides a subtle contrast. This Adagietto is 
thoroughly characteristic of its composer in its remarkable combination of novel and individualistic 
melody with interesting new harmonies that are indubitably modern and Stravinskian, and with 
pronounced rhythmic verve and stress: The Third Movement, although the composer labels it simply 
an Allegro moderato, is really a Fugue—and a very adroitly fashioned one, in which the intricate 
difficulties of the form are mastered with a surprising assimilation of the strict contrapuntal style 
of the musical wizards of old. It is replete with individualistic melody and interesting new har- 
monies, and it forms a fitting climax to the work as a whole. The composer has played this Sonata 
in masterly fashion, for he is a pianist of exceptional ability—indeed, he began his career as an 
amazing pianist when only ten years old. And, as he has not permitted the score to be published, 
this remarkable work is procurable only in Stravinsky’s unique Duo-Art Records of it. 
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Serge Prokofieff 


ERGE PROKOFIEFF was born on the Sontsovka Estate in the South of Russia, in 1891. 

He received his earliest musical instruction from his mother and a little later studied 

with Gliere and Taneieff in Moscow. In 1903 he was sent to the St. Petersburg conserv- 
atory, where he became a pupil of Mme. Essipoff in piano playing, of Laidoff and Rimsky- 
Korsakoff in composition and of Tscherepnin in conducting. He was graduated from the 
conservatory with the highest honors, having won the Rubinstein prize. He began to com- 
pose when only six years old and had written a symphony before he was twelve. With 
prolific industry, in the course of his student days in St. Petersburg, he produced no fewer 
than one hundred compositions. These were not published, however, as he realized their 
immaturity. 


a revel 


Prokofieff’s published works include two operas, a ballet, a symphony, symphonic 
poems, sonatas, concertos, a large number of compositions in the smaller forms for pianoforte 
and songs. 


Mr. Prokofieff records his interpretations only for the Duo-Art Piano. 


Duo-Art Records by Serge Prokofieff 


BYDLO AND BALLET DES POUSSINS DANS LEURS COQUES (From 
“Trableaux d'une Exposition’) . Modeste Petrovitch Mussorgsky 65910 2.50 


Moonssrz Mussorcsxy, who was born at Karev in 1835 and died at Petrograd in 1881, was an 
extraordinary character in modern music. An intense nationalism and a determination to promote 
the movement to create a characteristically Russian art were the lifelong inspiration of his career. 
‘Pictures at an Exposition’’ are an embodiment in tones, a ‘musical copy’’ Mussorgsky called 
them, of certain drawings by his friend Hartmann, an eminent Russian architect, exhibited in 1874. 
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SerGe Proxorierr—continued 
Mussorgsky’s power of suggestion and description through music runs riot in the ten pieces making 
up the set. 

“Bydlo,’’ No. 4 of the ten pictures, represented a Polish chariot on enormous wheels drawn by 
oxen. 

The *‘Ballet of Chickens in Their Shells’ (No. 5) translates into sound a drawing designed by 
Hartmann for a scene in the ballet ‘‘Trilby.’” The whole set of pieces embodies the views expressed 
in one of Mussorgsky’s letters: 

“Artistic representation of beauty only, in its material sense, is a childish stupidity, a rudi- 
mentary form of art. The true task of the artist is to seize the subtle traits of individuals and masses, 
the persistent exploration of this still unknown domain. On to new shores! Without fear, notwith- 
standing the storms, the reefs, the shoals, on to new shores!”’ 


GAVOTTE, Oe.12).No! 2) 9 2 Serge Prokofieff 62530 2.50 


Himeas very modern example of a very old dance form. The Gavotte was originally a French 
dance, in common time, of moderately quick movement, and in two parts, each of which was re- 
peated, as was customary in the older dances. Its name is said to be derived from the Gavots, or in- 
habitants of the Pays de Gap in Dauphiné. Its original peculiarity as a danse grave was that the dancers 
lifted their feet from the ground, while in former danses graves they walked or shuffled. 

Mr. Prokofieff has very skilfully infused the old form with a new vitality which is yet not at all 
at variance with its original quaintness, and has written in a more frankly melodious vein than in 
some of his other compositions. Its harmonization is novel, clever, intriguing; and its rhythm firm, 
clear-cut, and pulse-stirring. 


GAVOTTE IN D, Op. 49, No.3. = Alexander Konstantinovitch Glazunov 63770 2.50 


Mg. Proxorizrr has here recorded, with his remarkable rhythmic precision, dash and spirit, a 
capital and captivating performance of a fine, swinging, melodious Gavotte by his fellow country- 
man, Alexander Glazunov, who is generally conceded to be the foremost of living Russian composers. 
This delightful Gavotte, which serves to introduce Glazunov into the Duo-Art repertory, is the last 
of three piano pieces making up his Opus 49. It deserves popularity with the lovers of good music. 


INTERMEZZO (From the Opera ‘‘The Love for Three Oranges’’) 
Serge Prokofieff 64770 2.50 


Ihe lively and sparkling little Intermezzo largely in staccato notes and with an insistent jigging 
thythm, makes a most interesting novelty as played with characteristic rhythmic vigor by its 
composer. 

Serge Prokofieff’s opera “The Love for Three Oranges’’ was produced by the Chicago Opera As- 
sociation in the season of 1921-22. It is founded on a famous old Italian comedy by Count Carlo 
Gozzi, produced at Venice in 1761, which in turn was based on a familiar old fairy tale about a man 
who would not laugh and had to be made to laugh. 

In the Gozzi comedy it is a Prince who is the melancholy hypochondriac who never laughs. 
There are three witches in the plot who foretell his fate with cards, and the one who holds the 
malevolent card of bad fate always turns up at the wrong time and spoils everything. A festival of 
gaiety is held, but in vain until a mischievous youngster overturns the old witch and sends her roll- 
ing head over heels. The whole audience laughs, and the Prince joins in. He laughs and is made well. 
But according to his fate he must seek out three beautiful oranges to guarantee the permanence of the 
cure. He travels until he finds an orange grove containing the three most beautiful oranges in the 
world—each big enough to conceal a beautiful young lady. When the Prince opens the first and 
second oranges their inmates die at once of thirst on exposure to the air after their long internment. 
To the third young lady he hands a cup of water before their conversation begins. Luckily, she is 
the most beautiful of the three—and so they marry and live happily ever after. 


MARGHE Ops 12" No.1 SRE be 5s PONT Legh Serge Prokofieff 61600 2.50 


Eyviwence that Mr. Prokofieff has something new and original in music to offer is afforded by this 
stirring short March, which impresses every hearer at once by its striking originality and individual- 
ity. Its novel harmonies and dissonances, however, do not in the least interfere with its rhythmic 
progression. The little piece is a work of real musical substance, and in mind the hearer marches to its 
measured tread long after the playing of it has ceased. 
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SzrGe PRoKorigrr—continued 
eee NOw7) 2 sl, | .)CSerge Prokofieff 6153-3 2.75 


ee Prelude was written for the harp originally, and in the pianoforte version retains an unmis- 
takably harp-like quality. Its novel rhythmical effects and strangely beautiful chord harmonies are 
enunciated with sure mastery in this strikingly individualistic and interesting Duo-Art record of the 
composer’s own interpretation. 


PRELUDE IN G MINOR, Op. 23, No. 5 . . Sergec Rachmaninoff 6198-4 
PRELUDE, Op. 45, No. 3; and WINGED POEM, Ob. 51, No. 3 


Alexander Nikolaevich Scriabin 65120 


O: these short piano pieces and the rest of an extensive group to which they belong and which 
constitutes the best work of Scriabin’s “‘transition period,’’ before he had espoused futurism in music 
and the new harmonic style based on what he called “‘mystic chords,’’ Dr. A. Eaglefield Hull, who 
has championed Scriabin’s compositions with glowing enthusiasm, declares that ‘though founded 
on the older harmonic lines, they have ample evidence of a distinct advance on any of the preceding 
great composers,’ And he comments on the ‘‘delicious harmony and appoggiaturas of the very effec- 
tive Prelude from the “Three Pieces,’ Opus 45, one of the most popular sets of Scriabin’s piano 
pieces.” The ““Winged Poem,”’ from the ‘Four Pieces’’ making up Opus 51, Dr. Hull characterizes as 
“expressive and of exquisite beauty.” 


PROMENADE, and AN OLD CASTLE Modeste Petrovitch Mussorgsky 70299 
RieemoNyOr.J2,7 No.3. . «. . . . . ~~ Serge Prokofieff 63440 


Herz Serge Prokofieff has given us a clever and novel treatment of this old dance form, infusing it 
with something of his own vigorous, even tempestuous personality, and incorporating in it a 
remarkably skilful blending of distinct dissonances which under his clever manipulation becomes not 
unpleasant. And he has played it with gusto, with his sure command of rhythmic expression and 
markedly individualistic touch. 


Sweep. 17, Nos:land 2. . . . . Serge Prokofieff 62100 


ibs dictionaries define sarcasm as ‘‘a keen, reproachful expression; a satirical remark uttered with 
some degree of scorn or contempt; a taunt; a gibe; a cutting jest.’’ The two little pieces here recorded 
by their composer with the utmost seriousness and conviction are certainly cutting musical jests. 
New and novel and strange as they are, they have a certain interest for the musician and the student 
of the development of music, for they are wrought with inexorable logic and express sharply and 
powerfully certain moods of a fiery, brooding and tempestuous nature. 


SHEHERAZADE (Fantasia Arrangement from the Symphonic Suite) 


(Transcription by Serge Prokofieff) . Nucholas Rimsky-Korsakoff 7001-4 


NE of the most delectable things in modern music is the Symphonic Suite ‘‘Sheherazade’’ (After 
“The Thousand and One Nights’’), in which the Russian master, Rimsky-Korsakoff, has transmuted 
into tones of wondrous and fascinating beauty the spirit and atmosphere of the old Arabian tales. 
It was published in 1889, and has become the most famous of its composer’s orchestral works. Con- 
cerning it he tells us in his autobiography: 

“The program I had been guided by in composing ‘Sheherazade’ consisted of separate, uncon- 
nected episodes and pictures from ‘The Arabian Nights,’ scattered through all four movements of 
my suite; the Sea and Sinbad’s Ship, the fantastic narrative of the Prince Kalendar, the Young Prince 
and the Young Princess, the Bagdad Festival and the ship dashing against the rock with the bronze 
rider upon it. The unifying thread consisted of the brief introduction to Movements I, II, and IV 
and the intermezzo in Movement II, written for violin solo and delineating Sheherazade herself as 
telling her wondrous tales to the stern Sultan. The final conclusion of Movement IV serves the same 
artistic purpose.”’ 

Mr. Prokofieff has epitomized this entrancing work in a brilliant Fantasia for piano, which he 
has recorded in masterly fashion. 


paeeteenwor. 12, No. 10 «wok te Serge Prokofieff 67740 


sae Proxorizrr is one of the most remarkable of the younger Russian composers, and his origi- 
nality and individuality are abundantly attested in this Scherzo. This is a piece of music of striking 
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SerGe Proxorigrr—continued 


oddity and intriguing interest—a prankish dance of satyrs, or hobgoblins, instinct with humor, 
extraordinarily clever, abounding in bizarre harmonies, and exhibiting an amazing dexterity and 
precision in cross rhythms. A musical joke (as a Scherzo should be), the piece is a quite captivating 
novelty. 


The composer's performance of it, here reproduced with amazing perfection in every detail, is of 
course authoritative, and again displays his individuality and skill as a pianist. 


TALES OF THE OLD GRANDMOTHER, Op. 31, No. 3 Serge Prokofieff 6826-3 2.75 


A musicat oddity of intriguing interest is here recorded by its composer. Since he has published no 
program, the music of itself alone, of course, cannot impart to its hearers the details of the story that 
the Old Grandmother tells. But the music leaves us in no doubt that it is a weird and haunting tale 
of mystery of the Russia of other days, and any imaginative listener will have no difficulty in filling in 
the details to his own satisfaction. Against an insistent, slow and regular rhythmic beat in the 
bass, as inexorable as Fate, odd and mysterious wisps of melody are projected in an equally mysterious 
and quite effective harmonic accompaniment; and the whole piece again exemplifies one of Mr. 
Prokofieff’s most noteworthy characteristics both as a composer and as a pianist—his masterly com- 
mand of rhythmic expression. 


TOCCATA, Op. 11 .  .« . « « 4% = 5 2 Serge: Prokojici] (Css) ene 


Tus piece by the vigorous young Russian composer Prokofieff is in the true Toccata form and re- 
quires an executant of exceptional digital dexterity and muscular power to perform it. In it the com- 
poser may be said to have played at touch and go with euphony and cacophony, while developing 
great rhythmic boldness and power. Mr. Prokofieff himself has recorded a striking performance of 
it that is almost breath-snatching in its fiery impetuosity. 
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Arthur Shattuck SEE 


RTHUR SHATTUCK, an Ameri- 
can pianist of genuine talent and 
artistic attainments, was born at 

Neenah, Wisconsin, in 1881. He played as 
soon as he could reach the keys of his 
mother’s piano, standing on his tip-toes, 
and began taking music lessons when six 
years old. When thirteen he was taken to 
Europe and placed in Leschetizky’s school 
in Vienna. Returning to America, he 
studied for a time with Fannie Bloomfield- 
Zeisler; then went back to Vienna and for 
six years was under the tutelage of the 
master Leschetizky himself. Going to Nor- 
way, he studied with Grieg, and there- 
after won popularity throughout Scandi- 
navia. He has traveled much, concertizing 
successfully in Europe and America, and 
even in Iceland and Egypt. A 

Mr. Shattuck records his interpreta~ & Xgyyeos SCI 
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Duo-Art Records by Arthur Shattuck 
BARCAROLLE (From ‘‘The Tales of Hoffmann’’) . Offenbach-Moszkowski 58810 2.50 


1a: Contxs p’Horrmann,”” which had its first performance four months after its composet’s death, 
was Offenbach’s most cherished work, on which he had been laboring for many years. A sumptuous 
revival of it by Oscar Hammerstein a few years ago made it highly popular in the United States, and 
today this luscious ‘‘Barcarolle’’ is known and delighted in throughout the length and breadth 
of America. 

The scene of the second act of the opera is laid in Venice in Carnival time, and it is at the begin- 
ning of this act that the “‘Barcarolle,’’ a duet charming in its musical sentiment and almost Mozart- 
ean in its grace, is sung. Surpassingly popular as the picce is, it is rather surprising that the present 
arrangement of it for pianoforte by Moritz Moszkowski is known to comparatively few people. The 
eminent Polish composer has here accomplished vastly more than a mere pianoforte transcription of 
Offenbach’s lovely Barcarolle. He has really transformed it into a new work, for he has written a 
delightful series of quasi-variations, embellishing the original themes with a wealth of florescence, 
without changing in the least their individual contour, but developing and ornamenting them with 
musicianly mastery of all the resources of his instrument. 


DEDICATION (Widmung) . . . . .. .. . = Sthumann-Liszt 60279 2.25 
FRUHLINGSRAUSCHEN (Spring’s Rustling), Op. 32, No. 3 
Christian Sinding 58099 2.25 
LIEBESTRAUM (Dream of Love), Nocrurne No. 3, “‘O Love’’ 
Franz Liszt 59349 2.25 
NOGEURNE . : : ; ; : . Raymond Huntington Woodman 61929 2.25 


Mak. Suatruck has placed in his debt all of us who favor the encouragement of American music by 
his beautiful performance of this delightful Nocturne. And the piece itself is altogether worthy of 
popular approval, for besides being genuinely melodious, it is a sound and skilful bit of musical con- 
struction. It begins with a simple and very pretty melody, which sings itself entrancingly; there is 
an almost tempestuous middle section, like a sudden rush of wind through summer-clad trees, pro- 
viding an incident of vivid contrast, after which the tranquil melody again returns, and the night 
song ends in contemplative and soothing quiet. 


NORWEGIAN FOLK SONG... .. .._—...._~— Christian Sinding 63768 2.00 


jae its title would lead one to expect, here is a beautiful melody—of a distinctive type beloved in the 
land of the vikings and with its simplicity, inevitableness and naive freshness musically representa- 
tive of that land—a sweet melody simply provided with an appropriate harmonic accompaniment 
that serves to display its unornamented beauty. 


POUPEE VALSANTE (Waltz inD) . . . .  . Eduard Poldini 66499 2.25 


Axrocrrner charming is this dainty, graceful, imaginative little ‘‘Doll’s Waltz’’ by the Hungarian 
composer, Eduard Poldini, which has become very popular as an encore number of many pianists. 
Here Mr. Shattuck has played it very beautifully. 


PRELUDE IN F, Op. 28, No. 23. P . . Frederic Francois Chopin 70009 2.25 


O: Chopin’s 24 Preludes Robert Schumann wrote: “I must signalize them as most remarkable. I 
will confess I expected something quite different, carried out in the grand style of his Studies. It is 
almost the contrary here; these are sketches, the beginning of studies, or, if you will, ruins, eagles’ 
feathers, all strangely intermingled. But in every piece we find in his own hand ‘Frederic Chopin 
wrote it.’ One recognizes him in his pauses, in his impetuous respiration. He is the boldest, the 
proudest poet soul of his time.”’ 

Next to the last in the book, this Prelude in F Major is one of the most poetic, delicate, fanciful 
of them all. Exquisitely fashioned out of the most volatile stuff; written in extended harmonics; it 
is aerial, imponderable and like a sun-shot spider web oscillating in a summer breeze, and its hues 
change with every puff. In the last bar, but one, Chopin has achieved a most audacious feat in har- 
mony which has the effect of leaving the whole composition floating enigmatically in thin airs lt 
deliciously colors the close, leaving a curious sense of suspense. 
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Alexander S2lotz 


LEXANDER SILOTI was born 
A nearCharkov, Southern Russia, on 

October 10, 1863. Entering the 
Moscow Conservatory when only ten 
years old, he studied under Zvierev, 
Nicholas Rubinstein and Tchaikovsky, 
and on his graduation in 1881 took that 
institution’s highest award, a gold medal. 
He made his pianistic debut at Moscow in 
1880, and three years later achieved a re- 
markable success at Leipzig which estab- 
lished his reputation as one of the leading 
Russian pianists. From 1883 to 1886 he was 
a pupil of Liszt at Weimar. From 1887 to 
1890 he was professor at the Moscow Con- 
servatory. For the next ten years he led a 
roving life on concert tours, sojourning for 
brief periods at Paris, Frankfort, Antwerp, ¢& Xora SUCMUUITIITIIITITN  eretg 
Leipzigand Berlin. Hereturned toRussiain ™* ! 
1901 and for a time conducted the concerts of the Moscow Philharmonic Society. In 1903 
he organized in Petrograd his own symphony orchestra which he conducted for several 
years, devoting his concerts chiefly to the works of Liszt and novelties by the younger 
Russian composers. 

His pianistic tours of Russia, Germany, Belgium, France, England and America have 
been a succession of triumphs. He visited the United States in 1898-9, and returned in 1921, 
since which year he has made his home here. 

Mr. Siloti records his interpretations exclusively for the Duo-Art Piano. 


Duo-Art Records by Alexander Siloti 


ANDANTE FROM ORGAN PRELUDEIN E MINOR .. Bach-Siloti 66329 2.25 


ee great Organ Prelude in E Minor,”’ declares Sir Charles Hubert H. Parry in his monumental life 
of Bach, ‘‘is of a solid and businesslike type of which Bach made frequent use. The basis of the 
thematic scheme is mainly the alternation of two distinct subjects distributed in a broad circuit of 
contrasting keys. It is close in texture and in loyalty to its thematic material, and imposing in its 
scale of development.”’ 

Mr. Siloti’s masterly transcription of the Andante, here recorded with his deft skill and under- 
standing and musicianly art, is impressive, loftily beautiful and uplifting, and cannot fail to warm the 
heart of every hearer who cares for the noblest type of beauty that music is capable of expressing. Its 
basis is a lovely melody, full-bodied, rich and mellow, and suffused with an old-world dignity and 
serenity. Here are balm and soothingand solacefor any troubled spirit willing to accept quiet happiness 
in the contemplation of the magic of simple but enrapturing tonal beauty. 


PUIVGIIOG! 
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BENEDICTION OF GOD IN SOLITUDE (From the “‘Harmonies, Poetic 
And eli gi Ouse) mnie 6 baie as et eae ee Franz Liszt 6636-4 3.00 
(Revised and Abbreviated by Alexander Siloti.) 


Ma. Strom has done a praiseworthy and a valuable service in revising and making newly available 
for pianists of today this magnificently inspired and glowingly beautiful work of Liszt's, from which 
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ALEXANDER SILOTI—continued 

Wagner got more than a hint for some of the most wonderful and transportingly beautiful music he 

ever wrote—the ineffably lovely Finale of ‘“Tristan and Isolde,’’ sentimentally called “‘Isolde’s Love- 

Death.”’ The piece is an expression (and a noble one) of the deeply religious, mystical side of Liszt's 

nature that led him at length to take holy orders in the Church of Rome. It has been said not inaptly 

that it contains some of the most intimate emanations of Liszt’s musical soul. 


CHORALE PRELUDE IN E MINOR } ; . Johann Sebastian Bach 6985-3 2.75 
(Transcription by Theodor Szanto, Edited by Alexander Siloti) 


a composer for the organ, Johann Sebastian Bach towers like a Colossus above all other masters. 
He was the greatest organist of his time, and his organ pieces afford the clue to his whole art. These 
organ pieces were indigenous to the German Evangelical Church, and in the chorale preludes estab- 
lished a vital connection with the congregational song. The chorales are the hymns of the German 
Church. They were sung in a manner resembling the old Puritan habit of “‘lining out,’’ a pause being 
made between the lines. These pauses the German organists filled in with organ interludes, and from 
this practice of playing variations on hymn tunes there grew up the Chorale Prelude—a larger, bolder 
form employed in free organ performance—which has the historical significance of marking the con- 
nection between the devotional song of the people and artistic instrumental music. 

This Chorale Prelude in E Minor, with its introduction in majestic chords and its impressively 
beautiful melody that sings ecstatically to a simple, but noble harmonic accompaniment, makes a 
glowingly beautiful piano piece in the masterly transcription here recorded by Mr. Siloti. 


FANTASIA (Slow Movement) Franz Schubert; and GOOLENKI (Cradle 
cg) ASR Reece Ai alse eee 2adoff,-S7orz 68759... 2:25 


(CHUBERT’S great Fantasia in C Major (Opus 15) is one of his finest and most poetic compositions for 
piano. Its Slow Movement comprises a set of ineffably lovely variations on the entrancing melody of 
one of the most famous and most beautiful of all his songs, ‘“The Wanderer.’’ The wondrous beauty 
of the melody is effectively set off by the simplicity and corresponding beauty of the harmonic in- 
vesture. Here Mr. Siloti has played it most poetically, and has also followed it on the same record- 
roll with his own skilful arrangement of a little masterpiece by Liadoff—a Cradle Song in which 
a lovely, singing melody is deftly set to a gently rocking accompaniment. 


Um AN RHAPSODY, No.12 .- .-. . .. Franz Liszt 6585-4 3.00 


W tre the single exception of the Second, this Twelfth Hungarian Rhapsody is the best known and 
most popular of them all, and it is perhaps the most rhapsodic of all. It is a splendidly virile, beauti- 
ful, and fascinating work, brimming over with a wealth of characteristic melodies and sparkling 
with the glints of rich and varied tonal colors. And it is superbly pianistic—exceptionally well 
adapted to the instrument for which it was written—as well as being thoroughly characteristic of 
Liszt’s wonderful assimilation of the gipsy spirit and temperament. 

Mr. Siloti, whom Liszt regarded as one of his most talented pupils, has here recorded a beautiful, 
interesting and individualistic interpretation of this magnificent work. 


RUSSIAN FOLK-SONG Re Riabinin-Siloti 6657-3 2.75 


line is really a Ukrainian folk-song of Southern Russia—a region of great plains, inhabited by 
millions of agricultural peasants, which in the old days was known as the Granary of the Empire. 
The song is characterized by its peculiar, individualistic melody. It is a deep-breathed, full-throated, 
robust, mounting and reverberating melody, broadly sung in chord progressions. Melancholy is not 
its most salient feature, though it is not without a touch of sadness. It impresses the hearer at once as 
typically Russian, yet by reason of what indefinable combination of elements it would be impossible 
to say. Perhaps its most salient feature is a commingling of ineffable sweetness and forthright sturdi- 
ness into a union of haunting beauty. 

It has a precise, but not monotonous, rhythmic beat, and Mr. Siloti has atranged it with a skil- 
ful and appropriate accompaniment of chromatic harmonies and has made of it a superfine Duo-Art 
Record of exceptional attractiveness. 


“WIR DANKEN DIR, GOTT’? CANTATA—PRELUDE (Transcription 
-by Alexander Siloti) . . . .  . Johann Sebastian Bach 66000 2.50 


acu composed the twenty-ninth in his multitudinous list of cantatas for the Inauguration of the 
Town Council of Leipzig, where he was then living, on August 27, 1731. The first verse of the 
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ALEXANDER SILOTI—continued 


seventy-fifth Psalm: ‘‘Unto Thee, O God, do we give thanks, unto Thee do we give thanks: for that 
Thy name is near Thy wondrous works declare,’’ provided his text. For an instrumental Prelude to 
the Cantata he made an arrangement of one of his earlier works, the first movement of the Suite in 
E Major for Solo Violin, which was perfectly suitable to his purpose. 

Mr. Siloti has now made a new solo arrangement of this Prelude to the Cantata by turning it 
into a modern piano piece of noble beauty and unfailing delight. And he has played it charmingly 
with the true legato touch and style requisite to present Bach’s music and make its varied voices sing. 
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Arthur Friedheem 


RTHUR FRIEDHEIM, one of the most eminent among the pupils of Liszt, with 
A whom he lived and worked for many years, was born of German parentage in St. 
Petersburg, October 26, 1859. He began the serious study of music at the age of eight, 
and appeared as a pianist at nine. After taking a university course and winning academic 
honors, he became a conductor and composer. Then came the period of his study with Liszt, 
following which he traveled extensively and won many brilliant successes. In 1891 he made 
the first of several visits to the United States. Friedheim’s technic, his tone, touch, marvelous 
certainty, surpassing force and endurance, his broad expression and that rare gift—a style in 
the grand manner—are the qualities that have universally received enthusiastic praise. 


Mr. Friedheim records his interpretations only for the Duo-Art Piano. 


Duo-Art Records by Arthur Friedheim 


ANNEES DE PELERINAGE: LES JEUX D’EAUX A LA VILLA D’ESTE 
Franz Liszt 57240 2.50 
A sriurant tour de force and a hauntingly beautiful pieceof picture making in music is this ‘Play of 


the Fountains at the Villa d’Este,’’ which Liszt composed while living at that villa after his return 
to Rome in 1868. Mr. Friedheim has recorded a masterly performance of this iridescent piece. 


BANJO (Fantasie Grotesduc) = ass ane Louis Moreau Gottschalk 57458 2.00 
CAMPANELLA, LA (Paganini Etude, No.3) .~ . Paganini-Liszt 6197-4 3.00 
ETUDE, Op: 25 No: 6:G Wererliay Bids) sae eee Adolf Henselt 57058 2.00 


Aworner old-time favorite of many music lovers, Henselt’s lilting, song-like study, ‘“Were Ia bird, 
to thee I would fly,’’ with its restive, soaring accompaniment, suggestive of a bird’s flight, is here 
beautifully played by Mr. Friedheim. 


HARMONIES DU SOIR (Evening Harmonies), Etudes d’Execution Trans- , 
cendante, No. 11 ; . Franz Liszt 5861-4 3.00 


Were splendid ‘‘Harmonies du Soir’’ is by no means a mere “‘study’’ in the technics of pianoforte 
playing, but a tonal poem, and a transcendentally beautiful one. Mr. Friedheim relates that when he 
was studying this Etude with the Master, one evening at dusk, Liszt took him to an open window 
overlooking the picturesque countryside and pointed out to him the beauties of the landscape. The 
sound of vesper bells floated up to them from the village below. Presentlya bugler at the local garrison 
sounded taps. And as darkness came on, Liszt said to him: ‘‘When you play this piece put into your 
playing of it all this that you have just seen and heard.”’ 

That is what Mr. Friedheim has done in the magnificent interpretation here recorded of this 
superb piece of music. The record is as splendidly and movingly poetical as it is authoritative. 


HUNGARIAN RHAPSODY, No.2 . ; Franz Liszt O15 1=3aeay 
HUNGARIAN RHAPSODY, No. 9 (Carneval de Pesth) . Franz Liszt 5816-3 2.75 


Tas Hungarian Rhapsody is so familiar to music lovers as not to call for extended annotation now. 
August Spanuth, an able editor of Liszt, has said of it: ‘The Ninth Rhapsody was surnamed by the 
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composer Le Carneval de Pesth, and the main theme of the first portion, sempre moderator a capriccio, 1s 
unmistakably of Italian character. However, when it reappears in the Finale it seems to have changed 
its character somewhat, the Hungarian deviltries having left their stamp on it. In its daring this in- 
teresting and quite extended rhapsody reminds one indeed of “The Carnival’.”’ 


HUNGARIAN RHAPSODY, No. 10. é : : . : 58980 2.50 
LEGENDE, No. 1: St. Francis of Assisi Preaching to the Birds . Franz Liszt 57180 2.50 


Noe Sermon to the Birds by Saint Francis of Assisi’ is one of two legends composed by Liszt for the 
pianoforte. It begins with a graceful set of figures, suggesting the flight and singing of the birds, 
after which the voice of Saint Francis intones a noble recitative, followed by a chorale-like theme— 
the sermon, followed by a blessing. Then, as though trilling their ecstasy, the birds start heaven- 
ward in their flight. 


LEGENDE, No. 2: St. Francis of Paula Walking on the Waves . Franz Liszt 6207-4 3.00 


han Legend has been called an example of picturesque and decorous program music. There is no 
program, beyond the title, nor is any needed. But it is interesting to know that the piece was un 

doubtedly inspired or suggested by a drawing by Eduard von Steinle, which for a considerable tim 

stood on Liszt's writing table, and which Liszt himself described in the following words: “‘Saint 
Francis of Paula walks on the waves, his mantle spread out under his feet, holding a glowing coal 
in one of his hands, raising the other, either to conjure the storm or to bless the threatened sailors, 
looking heavenward, where in a glory appears the redeeming word ‘Charitas’.”’ 


ON LAKE WALLENSTADT (No. 2 From ‘‘Years of Pilgrimage,’’ First 
Year—Switzerland) ; ; Franz Liszt 67630 2.50 


VOR or Pircrimace”’ is the general title given to an extensive series of piano pieces composed by 
Liszt in the course of his early travels in Switzerland and Italy—pieces based on his personal adven- 
tures and impressions, imbued with romantic sentiment and oscillating between sensations of ardent 
love and a deep devotion to the natural beauties of picturesque lands. The first group, devoted to 
Switzerland, comprises nine pieces in which, someone has said, ‘‘one hears as well the cowherd 
melodies of the Alps as the striving of a passionate and noble soul for revealing life’s great secret.” 
It was Liszt’s period of storm and stress, when he wrote after his name in a travelers’ book at Cha- 
mounix: ‘‘Musician-philosopher, born on Parnassus, coming through doubt, going toward the 


truth.” 
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ArtHuR FRIEDHEIM—continued 
The second of these nine pieces, ‘On Lake Wallenstadt,’’ is one of the most charming and least 
elaborate of Liszt’s piano compositions. Its lovely, flowing melody sings itself entrancingly to a 
rather simple harmonic accompaniment with a tranquil motion as of gently rocking waves. 


PAGANINI ETUDE) No. 4, (Vivo) ts en Franz Liset JO250mN250 
PAPILLONS ‘(Butterflics)" = 7. ee Moritz Rosenthal 57018 2.00 


Roanraar one of the greatest pianists of his time, is little known as a composer, but this graceful 
and effective little work with its quaint rhythm, is sufficient to prove his possession of an original 
and pretty talent for the writing of music for his own instrument. He also was a pupil of Liszt when 
Friedheim was studying with the master, and a friendship begun then has lasted through many 
years. 


PRELUDES, Orr 28Now.8) andsNowo ee . Frederic Francois Chopin 57849 2.25 


Ths sheaf of moods, loosely held together by the rather vague title of Preludes, and constituting 
Chopin's Opus 28, consists of twenty-four separate short pieces. The two here excerpted and played 
together by Mr. Friedheim make a highly effective and very beautiful group by themselves. No. 8, 
in F-sharp minor, is one of the noblest of the whole set, a masterly prelude. Here Chopin gives an 
earnest of his grand manner. Big, lofty, noble in feeling, it soars to harmonic heights that almost 
presage Wagner’s harmony in ‘‘Tristan and Isolde.’’ Furthermore, Chopin’s keen artistic sense and 
fine feeling for the decorative find noteworthy exemplification in the ingenuity of the figure and 
avoidance of a rhythmical monotone in this Prelude. 

To this magnificent tone-poem the Third Prelude, in G Major, provides a telling antithesis both 
in mood and style. Here we have the very embodiment of daintiness, grace, and gaiety; a fair reflex of 
Chopin’s sensitive and naturally buoyant nature. 
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Frederic Lamond 


REDERIC LAMOND was born in Glasgow, Scotland, on January 28, 1868. He received 
Pi first piano lessons from his brother, David, and in his boyhood also studied violin 
and organ and became organist of a parish church when only twelve years old. He went 
to Frankfort in 1882 and studied at the Raff Conservatory, later under von Biilow, and in 
1885-6 was a pupil of Liszt at Weimar and Rome. He made his début as a concert pianist at 
Berlin in 1885 with noteworthy success, and thereafter was acclaimed at recitals in Vienna, 
Glasgow, London, and many cities in Germany, where he lived for several years. He toured 
Russia in 1896 and France in 1899, with brilliant success, and in the next decade became 
famous throughout Europe for his superb interpretations of Beethoven's later works. Mr. 
Lamond made the first of several successful American tours in the winter of 1922-23. He has 
won reputation in Europe as a composer also, his works including a symphony, overtures, a 
piano trio, a sonata for ‘cello and piano, other chamber music and many piano pieces. 
Mr. Lamond records his playing only for the Duo-Art Piano. 


Duo-Art Records by Frederic Lamond 
CONCERT ETUDE;IN«D-FLAT S32 ' : ; ; . Franz Liszt  O751OMeSO 


Aurnoucu a comparatively early work, this fine Etude, which has been happily called ““The Poet's 
Harp,” remained to the end of his life one of Liszt’s favorite pieces among his own compositions. A 
pathetic little story is told of his playing of it in his old age, when he was stricken with infirmities 
and played the piano only occasionally for a small group of pupils and friends. It was in Rome, in his 
private quarters in the Hotel d’Alibert. He essayed the piece for a small assembly, and the crossing 
left-hand struck false notes repeatedly. He played the piece to the end, and then atoned for his bulls 
by adding an improvisation on the theme which moved the assembly to tears! 

This is a Study of surpassing interest, and its intrinsic beauty is sure of immediate recognition. 
The graceful flow of the arpeggio accompaniment in the bass, the sheer loveliness of the rich tenor 
melody with its delicate treble echo, and its sonorous singing tone when it is repeated—these are 
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Frederic Lamond Practicing in the Duo-Art Studio 


highly effective touches of genius. So, too, the rich and thrilling chords in the bass, the entrancing 
harmony, the whole scheme of ornamentation, the sparkling cadenza. 


THE LARK (L’Alouette) . : ¥ ; ; ‘ ; Glinka-Balakireff 66370 2.50 


ihe basis of ‘“The Lark”’ is a beautiful song by the Russian composer Michail Ivanovitch Glinka, 
which another great Russian composer, Mily Alexeievitch Balakirev, has transcribed with masterly 
art, making of it a rich, varied and effective piece that many pianists have delighted to include in 
the concert repertory. It begins with a dignified utterance of the appealing song, accompanied by 
florid figuration that at once suggests the flight of the Lark. The opening section is followed by a 
simpler accompaniment, against which the song melody is made to stand forth in all its fine and 
simple beauty. Then the transcriber gives free rein to his fancy and again suggests the lofty circling 
of the Lark on soaring wings. The melody of the song is heard again, with more elaborate ornamen- 
tation, and this section leads to a fine cadenza followed by a broken voicing of the main theme of the 
song and a coda descriptive of the distant flight of the bird. 


ONE LIVES BUT ONCE (Man Lebt nur Einmal) . Johann Strauss 6858-3 2.75 
(Transcription by Karl Tausig.) 


OHANN Strauss, The Younger, wrote 498 pieces of dance music, and by the excellence of his waltzes 
fairly earned the title of “The Waltz King.’’ These waltzes are compacted of beautiful melodies (as 
often as not Tyrolean folktunes), harmonies of almost symphonic richness, and above all compelling 
rhythm. His crowning achievement in rhythm compelled one pedantic commentator to exclaim: 
“But how delightful, how unique, how compelling and seductive and winning are these Strauss 
rhythms, with their lift and dip, their coy hesitation and contagious onrush, their irresistible cross- 
accents, and their ultimately triumphant symmetry—such a sparkle of rhythmic life and motion that 
no listener can resist their intoxication!’ 

‘One Lives But Once’ is deservedly one of the most popular, because one of the best of all the 
Strauss waltzes. Tausig’s piano arrangement of it is not so much a transcription as a scintillating 
Valse Caprice for concert use. This has lost none of its brilliance and captivation in the fine perform- 
ance recorded by Mr. Lamond. 


SONATA IN C MINOR, Op. 111 --. . « Ludwig van Beethoven 
Hirst Movement: Maestoso; Allegro’ .  . §. . .  . .- 6672-4 3.00 
Peronduviovemcnt, Arictta; Adagio) «. ‘6 fy os te . 6706-4, 3.00 


foe ovEn’s last Sonata, Opus 111, composed in 1822, instead of having the usual three or four 
‘movements, is divided into two parts; the first very regular, in first-movement form, with two 
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Freperic Lamonp—continued 
themes strongly contrasted in character; the second, entitled ‘‘Arietta’’ (in the rather unusual time 
of 9-16), bringing in four superb variations and an important final development. 

‘Beethoven was frequently transfigured,’’ wrote the late Henry E. Krehbiel, “‘but never so 
completely as in some moments of the last great Sonata with which he said almost his last word on 
the pianoforte. In the finale of Opus 111 he soars heavenward like a skylark in the rapture of the 
variations. He is ‘in the spirit’ like John on the isle of Patmos. With the first movement of this 
sonata he carries us to the theatre in which the last scene in Goethe’s ‘Faust’ plays—the higher 
regions of this sphere, where earth and heaven meet as they seem to do at times in the high Alps. 
There we hear the song of the Pater Profundis, and thence we begin the ascent to the celestial realms 
above. The variations are the songs of the Pater Ecstaticus, Blessed Boys, Penitents, and Angels, who 
soar higher and higher, carrying with them the immortal soul of Faust.”’ 

It is wonderful, magnificent, uplifting music—music of such grandeur and sublimity as has sel- 
dom been created for the piano, and Mr. Lamond has interpreted it magnificently, with full appre- 
ciation of its lofty beauty and with a plenitude of power and skill in expressing it. 


SYMPHONY No. 5, IN E MINOR, Op. 64 Peter Ilich Tchatkovsky 
(Arranged and Played by Frederic Lamond) 
First Movement: Andante; Allegro con anima (PartI) . . ss. 5180 2.50 
First Movement: Andante; Allegro con anima (Part II) 5190 2.50 
Second Movement: Andante cantabile | ee es os 520-4 3.00 
Third Movement: Valse—Allegro moderato. ... 521-4 3.00 


Fourth Movement: Andante maestoso; Allegro vivace . . . 522-4 3.00 


lk arranging and recording for the Duo-Art Piano Tchaikovsky’s Fifth Symphony—one of the 
greatest masterpieces in the whole range of symphonic music—Frederic Lamond has achieved a stu- 
pendous and a magnificent feat. His version is astonishingly, wonderfully rich, full and orchestral, 
surpassingly beautiful, and eminently successful in conveying the true spirit of the symphony, as 
well as its wealth of color, detail and atmosphere. 

The Fifth Symphony was composed at Tchaikovsky’s summer home at Frolovskoe, in the spring 
and summer of 1888. In June of that year he wrote to Mrs. von Meck: “‘I am dreadfully anxious to 
prove not only to others, but also to myself, that I am not yet played out as a composer. . . . Have 
I already told you that I intend to write a symphony? The beginning was difficult; now, howcver, 
inspiration seems to have come. We shall see!”’ 

The Symphony has no avowed program. Yet Ernest Newman declares that it “bears the strong- 
est internal evidence of having been written to a program,”’ and goes on to explain: 

“The feeling that this is so is mainly due to the recurrence, in each movement, of the theme with 
which the Symphony begins (the opening theme, for clarinets, Andante, E minor, 4-4). This produces 
a feeling of unity that irresistibly suggests one central controlling purpose. That gloomy, mysterious 
opening theme suggests the leaden, deliberate tread of fate. It recurs twice in the following Andante, 
and again at the end of the Waltz that constitutes the Third Movement. In the finale the treatment of 
it is especially remarkable. It serves, transposed into the major, to commence the movement; it makes 
more than one reappearance afterwards. . . . Nothing can be clearer than that the work embodies 
an emotional sequence—a change from clouds to sunshine, from defeat to triumph.”’ 

The long Allegro, which forms the bulk of the First Movement, is animated, varied and fine, 
abounding in Tchaikovsky's best characteristics of melodic invention, harmonic grasp, rhythmic 
vigor. 

The main theme of the Second Movement, the lovely ‘‘singing’’ Andante, is perhaps the most 
impressively and nobly beautiful melody ever created by Tchaikovsky—and he gave the world many 
exceptionally beautiful melodies. 

The Waltz that constitutes the Third Movement is a delicious bit of music, albeit it is more 
serious than gay. There is always the suggestion of impending fate in it; and now and again its 
swinging and poetic grace is interrupted by weird scale passages that give it an eerie, ghostly charac- 
ter. At the end also there comes again the heavy, muffled tread of the veiled figure that is suggested 
by the opening theme of the Symphony. 

The Finale shows us, as it were, the emotional transformation of this ‘‘motto-theme,”’ or 
‘Fate motive,’’ as Ernest Newman calls it, evidently in harmony with a change in the part it now 
plays in the curious drama. It is in the major instead of in the minor; it is no longer a symbol of 
weariness and foreboding, but bold, vigorous, emphatic, self-confident. It ends in triumph and jubi- 


lation. 
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Arthur ‘Rkubinstein 


RTHUR RUBINSTEIN is a Polish 
pianist of extraordinary talent, 
who studied under Joachim and 

Barth in Berlin and began concertizing in 
Europe when he was only twelve years old. 
He made his first visit to America in 1906, 
and displayedanamazing dexterity of finger 
and other technical acquirements remark- 
able in an adolescent. After thirteen years 
he returned to us as a finished artist and a 
musical interpreter of rare powers. He has 
been a great traveler and has concertized in 
all parts of the civilized world with bril- 
liant success. 
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Mr. Rubinstein records his interpre- 


tations exclusively for the Duo-Art Piano. Kone eM TTI 
poet 


EL ALBAICIN (‘‘Iberia’’) 


BALLADE IN A-FLAT, Op. 47 
BARCAROLLE IN F-SHARP, Op. 60 


CAPRICCIO IN B MINOR, Op. 76, No. 2 
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Duo-Art Records by Arthur Rubinstein 


Aparcr’”’ is a word from the Arabic, which is in common use in Spain to designate a suburb on 
the slope of a hill. More particularly it is the gypsie quarter of Granada, which is its significance in 
the present title, for this piece is No. 1 of book III of a collection of twelve piano pieces by Isaac 
Albeniz to which he gave the group title of ‘‘Iberia’’ (Spain). He called these pieces ‘“Twelve New 
Impressions,’’and each of the set bears the name of some Spanish city or town or other spotfamed in 
Spanish history. This one has an exotic savor in its melodic and harmonic ingredients and a rich play 
of Spanish coloring in its varied dance rhythms. 


Faxpericx Niscxs in his Life of Chopin records that one day Tausig, the great piano virtuoso, 
promised W. de Lenz to play him Chopin’s Barcarolle, adding, ‘“That is a performance which must 
not be undertaken before more than two persons. I shall play you my own self. I love the piece, but 
take it rarely.’’ Tausig’s conception of the Barcarolle was this: 

‘There are two persons concerned in the affair; it is a love scene in a discrete gondola; let us say 
this mise-en-scene is the symbol of a lover’s meeting generally. This is expressed in thirds and sixths; 
the dualism of two notes—persons—is maintained throughout; all is two-voiced, two-souled. In 
this modulation in C-sharp major—superscribed dolce sfogato—there are kiss and embrace! This is 
evident! When, after three bars of introduction, the theme, lightly rocking in the bass solo, enters in 
the fourth, this theme is nevertheless made use of throughout the whole fabric only as an accompani- 
ment, and om this the cantilena in two parts is laid; we have thus a continuous, tender dialog.”’ 

To James Huneker the Barcarolle was ‘‘a nocturne painted on a large canvas, with larger 
brushes. It has Italian color in spots—Schumann said that, melodically, Chopin sometimes ‘leans 
over Germany into Italy’—and is a masterly one in sentiment, pulsating and amorousness. To me 
it sounds like a lament for the splendors, now vanished, of Venice the Queen.’ e 


“A cenuine piano piece is this B Minor Capriccio,’’ declared the late James Huneker, after writing 
of it: ‘Do you know that I never hear it without being reminded of the fourth number in Schumann's 
‘Die Davidsbindler,’ which-is also in B Minor. It is as if Brahms took that syncopated page and 
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built over it his capriccio, with its capricious staccati and ingenious harmonic changes. Of course 
the resemblance vanishes after the third bar; it is really more spiritual than actual.”’ 


“LE COQ D’OR”’ SELECTIONS: (1) Introduction (The Astrologer); 
(2) Hymn to the Sun; (3) Dances from Act II; (4) Conclusion 
Nicholas Rimsky-Korsakoff 6857-4 3.00 


Prrsavs the most fantastic work in'the modern operatic repertory, and at the same time one of the 
most fascinating, ‘'The Golden Cockerel’’ is a curious and unique combination of opera and panto- 
mime, of singular construction and such insuperable difficulty that the only way it can be staged is 
to have the action carried on by dancers, while the text is delivered by singers who take no part in 
the movement of the drama. 

It was the last of the fifteen operas written by the great Russian master Nikolai Andreyevitch 
Rimsky-Korsakoff (1844-1908), and was brought out in Moscow in 1910, two years after his death. 
It has enjoyed great success at the Metropolitan Opera House in New York. 

The work is a most whimsical, fantastic tale of the adventures of the fat, lazy, doddering puppet 
King Dodon, and the Astrologer who gives him a Golden Cockerel, and the dancing Queen of She- 
makhan; and its music is entrancing in originality, fantasy, exquisite melody, piquant rhythms, rich 
colors, and humorous touches. 

Here Arthur Rubinstein has recorded with masterly skill a group of fascinating excerpts from 
this delectable work, which typify its novel and beautiful melodic contours, its exotic coloring, its 
freshness and originality. 


DANS aa Fo a ; al owe . Claude Achille Debussy 63549 2.25 


dhs is a comparatively early and a little known concert piece by the great French Impressionist in 
music, having been composed in that period of his career which was most prolific in pianoforte ; 
works. It was given to the world in 1890, the same year that saw the publication of those other 
noteworthy piano pieces: ‘‘Reverie,’’ ‘‘Ballade,’’ ‘‘Valse romantique,”’ and the “Suite bergamasque.’ 

It is such a ‘Dance’ as no other composer ever wrote, being thoroughly and characteristically 
Debussian in its avoidance of accepted harmonies, its employment of the higher primary overtones 

and the whole tone scale; albeit its rhythms are more vigorous and energetic than Debussy habitually 

used. 


EVOGA TION Gl betia 095. ee ee nn Isaac Albeniz 63780 2.50 


lee is the first number in Albeniz’s suite or group of piano pieces entitled “‘Iberia”’ (Spain), which 
comprises twelve ‘‘new impressions,’’ as he called them, subdivided into three books. Its style 
shows unmistakably the influence of French Impressionism, which was potent with this Spanish 
composer in his later works, albeit its melodic line, tone color, harmonic atmosphere and shifting 
rhythms are all characteristically Spanish. It is a curiously interesting and decidedly odd piece of 
writing, and Arthur Rubinstein has played it with the care and devotion of an enthusiast for the 
music of its composer. 


INTERMEZZO IN A MAJOR, Op. 118, No. 2 . . Johannes Brahms 6971-3 2.75 


‘ie music of Brahms is most decidedly abstract and absolute; and he was far less careful than 
Chopin in the choosing of titles for his piano pieces. In his last compositions for piano, for instance— 
the splendid series of solos making up the Works numbered 116 to 119—the pieces are called, for 
the most part, ‘‘Capriccios”’ if fast, and ‘‘Intermezzos”’ if slow, with what seems like indifference to 
ordinary nomenclature. James Huneker, who declared that ‘‘Chopin anticipating Brahms is almost 
in the nature of a delicate, ironical jest; yet it is not more singular than Beethoven anticipating 
Schumann and Chopin,’’ wrote of this Intermezzo: 

“The Intermezzo starts off in an exultant mood—a mood of joyful anticipation. In it you are 
glad to be alive, to breathe the tonic air, to be smothered in the sunshine. Tell me not in doleful 
numbers that Johannes Brahms cannot be optimistic, cannot hitch his wagon to a star, cannot fight 
fate. There is passionate intensity and swift motion in this Intermezzo. While playing it you are 
billowed up by the consciousness of power and nobility of soul.”’ 


LISLEVJOVEUSH eet 0 ee a Claas Achille Debussy 6834-4 3.00 


eBussy’s usual emotional life, as Lawrence Gilman has remarked, ‘‘is passed on the farther side 
of the boundaries of that field of consciousness which most men would call ‘normal,’ and he is for- 
ever bringing back across the border rumors of the aspects and occupations of an unexplored country ; 
tales of fabulous and visionary landscapes; of desires and dreams that come to fulfillment in some 

2s ie co shadowy isle of bliss 
Midmost the beating of the steely sea.’ 
That is the world which is native to him.” 
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A vision from that Dreamland, set in a tonal landscape, akin to the most exquisite paintings of 
Watteau, is this ‘Joyous Isle,’’ whose title suffices to give us the outline of the picture, while its 
delicate profusion of detail is filled in as the composition unfolds and stimulates the imagination. In 
this enchanted island there is only joy. The very waves that isolate it from a sorrow-laden world beat 
upon its shore with a happy rhythm. Here the Muses dance and sing. Here blooms the Rose of Para- 
dise, and lovers meet, in an endless and uncloying summertime. 
It is a tonal vision of beauty miraculously recovered from some golden age: a rhapsodical evoca- 
tion, of flawless and ravishing loveliness; and in this superfine Duo-Art Record, Arthur Rubinstein 
interprets it with keen insight, rare skill, and refined taste. 


NOGPeR NE IN F-SHARP, Op. 15, No.2 . . Frederic Francois Chopin 6162-4 3.00 
TAePeeesOURLENTIE (Valse). . . . . Claude Achille Debussy 6182-3 - 2.75 


Wr its Debussian wisps of novel melody and curious echoes of melody, its characteristic modu- 
lations and typically Debussian harmonic treatment, this ‘‘Slower than Slow’’ Valse is surely unique 
among waltzes. A clever concert piece rather than a waltz for dancing, its measures nevertheless com- 
pel the listener to mark time to their care-free swing. 


PAPILLONS, Op. 2 ; > : Robert Schumann 6560-4 3.00 


Scrumann was steeped in romantic literature, particularly in the works of Jean Paul Richter and 
E. T. A. Hoffmann, and he turned their fantastics and whimsicalities into instrumental song, and 
wove their parti-colored threads into his polyphony. The first of several sets or collections composed 
by him was the group of twelve short piano pieces in dance form to which he gave the name *’Pa- 
illons.”’ 

i There is no inner musical connection between the title and the pieces themselves. But Schumann 
felt the necessity of giving them a poetical connection, and for this purpose he adopted the last chap- 
ter but one of Jean Paul’s Flegeljahre, where a masked ball is described at which the lovers Wina and 
Walt are guests, as a poetic background for the series. The finale is written designedly with reference 
to this scene in Jean Paul, as is plain from the indication written above the notes found near the end: 
‘The noise of the Carnival-night dies away. The church clock strikes six.’’ The strokes of the bell are 
actually audible, being represented by the A six times repeated. Then all is hushed, and the piece 
seems to vanish into thin air like a vision. 

The name ‘‘Papillons’’ is not meant to indicate a light, fluttering character in the pieces, but 
rather refers to musical phases which, proceeding from various experiences of life, have attained the 
highest musical import, as the butterfly soars upward out of the chrysalis. And it is probable that by 
this last figure Schumann referred to the long period of his legal studies before he was allowed to 
look forward to the musician's career. 

Nos. 1, 4, 5, 7, and 10 are of extraordinary charm. No. 8 once was made the vehicle of a joke by 
its composer, who passed it off upon a musical friend as a waltz by Schubert. The whole work is 
filled with youthful freshness, sparkle, and variety; and here it has been played with masterly art, 
finish and skill by Arthur Rubinstein. 


POLONAISE IN F-SHARP MINOR, Op. 44 . Frederic Francois Chopin 6505-4 3.00 


Crorm’s F-sharp minor Polonaise is one of the most virile and leonine of all his works. Thus 
Huneker: 

“Tt is barbaric, it is perhaps pathologic, and of it Liszt has said most eloquent things. It is for 
him a dream poem, the ‘lurid hour that precedes a hurricane’ with a ‘convulsive shudder at the 
close.’ The opening is very impressive, the nerve-pulp being harassed by the gradually swelling pre- 
lude. There is defiant power in the first theme, and the constant reference to it betrays the composer's 
exasperated mental condition. But consider the musical weight of the work, the recklessly bold out- 
pourings of a mind almost distraught! There is no greater test for the poet-pianist than the F-sharp 
minor Polonaise.” 


PRELUDES, Op. 28, Nos. 1, 4, 10, 21 and 24 . Frederic Francois Chopin 6811-4 3.00 


ie sheaf of moods, loosely held together by the rather vague title of Preludes, and constituting 
Chopin's Opus 28, consists of twenty-four separate short pieces. Five of these are here grouped to- 
gether and most poetically interpreted by Arthur Rubinstein. 

No. 1 has the characteristics of an Impromptu. It is a beautiful little composition, of quite 
modern intimate intensity, agitated, feverish, hasty, rising to no dramatic heights, but questioning 
and full of life. No. 4 contains wonderful music in small compass. This little poem Karasovsky de- 
clared a ‘‘real gem that alone would immortalize the name of Chopin as a poet.’ 

No. 10, says Huneker, ‘‘must be the ‘eagle wings’ of Schumann's critique. There is a flash of steel 
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gray, deepening into black, and then the vision vanishes as though some huge bird aloft had plunged 
down through blazing sunlight, leaving a color-echo in the void as it passed to its quarry.”’ 

No. 21 is really a Nocturne and is of exceeding loveliness, with an enchanting melody and an 
accompaniment figure that shows inventive genius. Last of all, No. 24 is perhaps greatest of all. 
Sonorously tragic, capricious, irregular and massive in design, Huneker likens this Prelude to “'the 
vast reverberation of monstrous waves on the implacable coast of a remote world.” 


RHAPSODY IN B MINOR, Op. 79, No.1 . .  . Johannes Brahms 6744-4 3.00 


Wess Brahms died, in 1897, the legacy he left to the world was still called ‘‘the Music of the 
Future,”” and even James Huneker could write that this ‘Rhapsody in B Minor is as unrhapsodic as 
you can well imagine. The mood is sternly Dorian and darkling. It is the intellectual Brahms who 
confronts us with his supreme disdain for what we like or dislike.” 

But since that time pianists and public alike have come to like this Rhapsody, for greater famili- 
arity with it has proved that, if it is not particularly rhapsodic, it is superbly eloquent and energetic. 
Energy, neither suppressed nor wasted, is its most marked characteristic, and the musette-like trio 
by contrast sets this abounding energy in high relief. 

Epic in its vigor, nervous energy, large outline, and nobility of conception, it cannot be denied 
that this piece makes heavy demand on the attention of the musically cultured listener, but repeated 
hearings reveal its grandeur. 


RITUAL DANCE OF THE FIRE (From “‘El Amor Brujo’’) (Transcription 
by Arthur Rubinstein) . : , ; Manuel de Falla 6755-4 3.00 


O: lively interest and novel aspect in the realm of modern delineative music is this strikingly 
original ‘‘Ritual Dance of the Fire.’’ Almost barbaric in the rude vigor of its wild dash and the 
amazing energy of its curious Spanish rhythms, it is colorful, vivid, and picturesque—a bizarre and ~ 
brilliant musical picture of a group of Arab dancers whirling into a frenzy of action. 

Its composer, Manuel de Falla, is an outstanding figure among Spanish musicians. His second 
opera, ‘‘El Amor Brujo’’ (‘The Love Wizard’’), a Gitaneria (Gipsy Opera) in one act and two scenes 
on a libretto by Gregorio Martinez Sierra, was produced at Madrid in April, 1915. Later the com- 
poser suppressed the spoken and sung parts, enlarged the orchestration, and made of it a symphonic 
suite, ‘‘semi-Arabian’”’ in style. ; 

From this work Arthur Rubinstein, who has visited Spain several times and has an excep- 
tional acquaintance with her music and musicians, has excerpted the “‘Ritual Dance of the Fire”’ 
and with much skill and finesse has transformed it into a brilliant piano piece of appealing interest 
and exotic novelty. And he has played it with great dash, spirit, gusto, and with amazing dexterity. 


SEVILLANAS No. 3 (From ‘‘Suite Espagnole’’) . . . Isaac Albeniz 62980 2.50 


dee ‘Spanish Suite’’ of Albeniz is a set of eight pianoforte pieces, seven of which represent provin- 

ces of Spain, and the last is entitled ‘‘Cuba.’’ Each province is represented by a characteristic musical 

form, and since Spain is the foremost nation in the number and variety of its native dances, several of 
these are dance forms. In this extremely clever group of musical characterizations of his native land, | 
Albeniz pictures Granada in a Serenade; Seville is represented by the Sevillianas; a Courante stands 

for Catalonia; a Legende for Asturias; A Fantasia for Aragon; A Seguidilla for Castile; and Cuba is 

characterized in a Nocturne. 

The Sevillanas is an ancient dance form somewhat like the Andalusian Fandango, and is danced 
to the accompaniment of guitar and castanets, and also to couplets sung by the musicians. It has long 
been so popular in the province of Seville that on certain days it is danced before the high altar of the 
Cathedral in the city of Seville. Albeniz was probably the first composer of more than parochial re- 
nown to incorporate this specific form in a musical work of artistic import. In this example of it he 
has produced a novel and delightful piece of music, rich in unusual tonal effects and in vivid con- 
trasts—contrasts of mood, now fiery, now languorous; contrasts of dynamics and tone quality, now 
loud, now soft; contrasts of pace. 


SUGGESTION DIABOLIQUE, Op. 4, No. 4. . Serge Prokofieff 6922-4 3.00 


Tee is a remarkable musical novelty of compelling interest—a chromatic study that is vigorous, 
fiery, dramatic, intense, imbued with sardonic power; a product of imagination and originality, 
wrought out with uncanny skill. It is like a drama enacted in the nether world, and it paints the in- 
fernal, the macabre, with suggestive realism. The scene of the drama is indicated at once by the low 
rumbling in the bass with which the music begins. Then it starts its tortuous climb upward, in 
staccato notes and an occasional weird run, with great rhythmic push and thrust and urgency. There 
are some novel and fascinating harmonies, some curious cross rhythms, rising and falling inflections, 
and finally it sinks again into the basal depths from which it sprang. 
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‘Kudol ph ‘Reuter 


UDOLPH REUTER is a young 
American pianist, who was born in 

New York City and received his 

early training here. For several years he 
was a choirboy and soprano soloist at St. 
James Church. He won something of a rep- 
utation as a child pianist at eleven, and 
became a church organist at fourteen. 
Later he studied at the Royal High School 
of Music in Berlin for four years, and con- 
certized with success in Germany. Then he 
traveled in the Far East, and for four years 
was director of the departments of piano- 
forte and musical theory at the Imperial 
Academy of Tokio, Japan. In 1908 he won 
a Mendelssohn prize in Berlin. He returned 
to the United States in 1912, and since that 
year has concertized extensively in all parts 
of the countr y- a 
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Mr. Reuter records his interpretations only for the Duo-Art Piano. 


Duo-Art Records by Rudolph Reuter 
BLUMENSTUCK, Op. 57, No.3. . . . . = Moritz Moszkowski 66448 2.00 


’ 


Tis “Flowerpiece,’’ the third of five charming piano pieces grouped together to form a suite 
entitled ‘‘Spring’’ (‘‘Friihling’’), has something of the fragile beauty, sweetness, and delicacy of the 
spring flowers it celebrates in its dainty, graceful, delightful measures. It is a poetic little idyll, 
characterized by a captivating melodic freshness, a certain crispness and precision of touch, strik- 
ingly appropriate and effective harmony, and a piquant and engaging rhythm. A true inspiration of 
the vernal season, caught and transmuted into tones by a poet of the keyboard; and Mr. Reuter has 
recorded it with appreciation of its poetic beauty and charm. 


BOURREE IN B MINOR (From Second Violin Sonata) Johann Sebastian Bach 
(Transcription by Charles Camille Saint-Saéns) ee 6.19). ) 325 


uis Bourree, which was composed for violin alone, is so signally representative of Bach’s melodic 
and harmonic mastery and his inexhaustible rhythmic variety that the great French master of two 
centuries later, Saint-Saéns, deemed it too good to remain the monopoly of violinists, and so trans- 
lated it with unerring artistic skill into a fine piano piece that is as delightful, as richly varied and 
effective as the original violin score. 


feeeee@reiO, No.5 . . . . . ~.. +=. +. # «Jules Massenet 68818 2.00 


J utes MassENneT, one of the most successful of modern French composers of opera, wrote compara- 
tively little for the piano. This lovely ‘‘Elegie’’ is the choicest gem among his songs for one voice, 
was composed with a highly effective accompaniment for ‘cello—made particularly interesting by 
imitation strains of the emotional voice part—and originally was a number in the Incidental Music 
to ‘‘Les Erinnyes,’’ a tragedy by the French poet Villiers de l’Isle-Adam, composed by Massenet in 
1873. It is a lovely, singable melody of touching elegiac character and appealing sweetness, and its 
simplicity, purity and beauty have given it a firm place in world-wide public favor. It has been 
transcribed for nearly every instrument and combination of instruments; and here Rudolph Reuter 
has recorded the composer’s own piano version of it. 
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Rupoipn RevTER—continued 


HUMORESQUE, Op. 10, No. 2 . : ; : . Peter [lich Tchatkovsky 62029 2.25 


1hSs Humoresque was composed in January, 1872, while Tchaikovsky was enjoying a brief holiday 
at Nice, and it is based on and in part consists of a French popular song which he heard there and 
which took his fancy. This is very cleverly treated, with odd quips, unexpected turns of melodic 
phrase, sudden alterations of rhythm and tempo, such as befit a musical joke. 


HUNTING SONG, Op. 19, No. 3 C‘Songs Without Words,”’ No. 3) 
Felix Mendelssohn-Bartholdy 60288 2.00 


IDY LL Getude) Orns 0 Noma = : : Edward Alexander MacDowell 63557 1.75 


IES Idyll, when played with the skill, artistic appreciation and poetic feeling which Mr. Reuter 
has brought to the interpretation here recorded, exerts a potent charm by reason of its appealing 
melody, of characteristic MacDowell contour and tinge, and its rich and colorful atabesquery of 
ornamentation. 


INTERMEZZO, Op. 117, No. 1 : ; Johannes Brahms 61308 2.00 


Tx was in the latest of his pianoforte works, Opus 116 to Opus 119, that Brahms was at his best as 
a writer for this instrument, and this first of the three Intermezzi grouped together as Opus 117 is 
the most popular of all his piano pieces. It carries an inscription from Herder’s Volkslieder, which 
serves to identify the German poem with “Lady Anne Bothwell’s Lament’ beginning 
“Balow, my babe, lie still and sleep! 
It grieves me sore to see thee weep.” 
It is an exquisitely simple lullaby, with a touch of dark foreboding in its middle section, and 
Mr. Reuter has played it entrancingly. 


LOTUS GANDs Ore 47.NoO wae yao ay Stag oe ; Cyril Meir Scott 60968 2.00 


As charmingly exotic, novel, strange and unexpected as a poem of the Far East by Kipling is this 
exquisite little tone poem by the English composer, Cyril Scott. Its strange new beauty is not to be 
grasped, much less appreciated, with a single hearing; but familiarity will place it in high favor, for 
it is as poetical and beautiful as it is original. 


PRELUDE No. 6; INJA-FLAE +) Po ei Sie Feltzx Borowski 70268 2.00 
SCHERZO (Fantasy Piece) Ona6 aNomo any Charles T. Griffes 70308 2.00 
SCHERZO IMPROMPTU, Op. 73, No.2. . . Edvard Hagerup Grieg 61508 2.00 


Vi tee Scherzo-Impromptu is a brilliant bit of writing characterized by rugged Norwegian rhythms 
and appealing wisps of melody that are this composer's very own. It partakes of the double character 
its title indicates, and the two forms have been combined with the deftness of an experienced master. 


SCOTCH POEM? Ors 3 15 Now2aae Sap: . Edward MacDowell 60508 2.00 


MacDowetz’s Opus 31 comprises Six Poems after Heine, and the “‘Scotch Poem’’ is the most 
successful of the set in its psychological suggestion and its illustration of the burden of human 
emotion which the music reflects. Here is a translation of the verses which inspired it: 

Far away on the rock-coast of Scotland, 

Where the old grey castle projecteth 

Over the wild raging sea, 

There at the lofty and archéd window, 

Standeth a woman beauteous, but ill, 

Softly transparent and marble pale; 

And she's playing her harp and she's singing, 

And the wind through her long locks forceth its way, 

And beareth her gloomy song ; 

Over the wide and tempest-toss'd sea. 

The beautiful, sick lady and her desolate lamenting are sharply projected, and the piece is alto- 

gether a very moving and beautiful little work. 
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SOUS BOIS Cin the Woods), Op. 6 
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Rupotpexw Reuter—continued 


Victor Staub 66338 2.00 


‘Tears is a simple and very pretty little idyll, picturing in dulcet tones the delights of a summer hour 


in a woodland glade. 


“So near to mute the zephyrs flute 
That only leaflets dance.”’ 
The warm sunshine filters through the trees, and the poet stretched at length beneath them 
dreams a happy dream. Mr. Reuter, in his beautiful interpretation here recorded, has caught the 
spirit of the composer’s intent and made the instrument sing this happy little woodland song 


poetically and joyously. 


SWEDISH WEDDING MARCH, Op. 12, No.1 . August Johan Soderman 64529 2.25 


Avevs: Jouan SoperMan, who was born at Stockholm in 1832 and died there in 1876, was one 
of the greatest Swedish composers of modern times. This Swedish Wedding March is a piano tran- 
scription by the composer himself of one of the most attractive numbers from his most popular ope- 
retta, “The Wedding of Ulfasa.”’ It is a lively, jolly, forthright, brisk-stepping march, tuneful and 
varied by curious changes of its peculiar rhythms. An excellent example of good humor in music, 
one might almost call it humorous music—in the best meaning of the term. 


280) “Oro 


Alexander “Borovsky 


LEXANDER BOROVSKY, Rus- 
sian pianist of brilliant attain- 
ments, was born in 1889 and re- 

ceived his early musical training from his 
mother, who was a piano pupil of the 
celebrated Vassily Safonoff. He continued 
his studies for several years with Prof. 
Annette Essipoff at the Petrograd Con- 
servatory, after which he made successful 
tours of all the principal cities of Russia. 
His first appearance in Western Europe was 
in Paris, in June, 1921, where he took part 
in a music festival conducted by Serge 
Koussevitzky. He made such an impression 
that he was called on for a series of con- 
certs, after which camea tour of the prin- 
cipal cities of Europe, and he was received 
with acclaim in such musical centers as 
London, Berlin, Vienna, Prague, Munich, 
Leipzig, and Madrid. In 1922 he made an 
extensive tour of South America. His first 
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visit to the United States was in the season of 1923-24. 
Mr. Borovsky records his playing for the Duo-Art Piano exclusively. 


Duo-Art Records by Alexander Borovsky 


BARCAROLLE IN F-SHARP, Op. 44 


: Anatole Liadoff 68640 2.50 


des musical form known’as the Barcarolle, taken originally from the Venetian Boat-Song, has ap- 
pealed strongly to many modern composers, for its freedom permits almost every possible effect in 
tranquil tempo and invites to sweet melodiousness. This is an excellent example of the form, by a 
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Russian composer who won world-wide fame by the brilliance, elegance and originality of his piano 
pieces. Its noble and beautiful melody, without a touch of sentimentality, is most ingratiating. Its 
brilliant harmony abounds in rich tonal colors, and its decorative features of deft and delicate runs 
and the like are as effective as its gently rocking rhythm. In short, it is skilfully compacted of all the 
elements of the best and most lasting kind of popularity, based on solid musical worth. Deriving un- 
mistakably from Chopin, this music is yet individualistic enough to stand on its own merits, and is a 
genuine and original evocation of new beauty that is finely representative of Liadoff at his best. 


IMPROMPTU A LA MAZURKA, Op. 10, No. 2 
Alexander Nikolaevich Scriabin 67040 2.50 


Hers is an exquisitely beautiful and captivating performance of an unfamiliar bit of Russian music 
—Scriabin’s Impromptu in A Minor (After the Manner of a Mazurka), Op. 10, No. 2. Although 
classed among the early works of Scriabin’s “‘apprenticeship’’ period, there is nothing about this 
highly finished piece betraying a ‘‘prentice-hand.’’ Certainly as Mr. Borovsky plays it, it is singu- 
larly individualistic, original, charming; and it exerts the potent appeal of lovely melody, novel 
harmonization, and dainty grace in tricksy rhythms. An altogether entrancing record-roll. 


MARGARET AT THE SPINNING-WHEEL . . . Franz Schubert 67429 2.25 
(Transcription by Franz Liszt) 


Ar a time when Schubert's beautiful songs were little known, Liszt did pioneer work in bringing 
to public attention many of the best of those immortal songs, his piano transcriptions of which still 
stand as witnesses to Liszt’s liberality, geniality, surpassing skill and charm. This piece is one of the 
finest of those unique transcriptions. 

‘Margaret at the Spinning-Wheel’’ was composed in 1814, when Schubert was only seventeen 
years old, and was the first of his really great songs, in which the music is made to mirror the mood 
changes of the poem it is designed to accompany. ‘ 

The text, from Goethe's *‘Faust,’’ is the song of Margaret sitting at her wheel, in the gathering 
dusk of evening, spinning mechanically from habit’s wont, but dwelling in thought upon memories 
of her lost happiness, her ruined life, her blighted future. The depths of her melancholy, her crushing 
despair, are fitfully stirred from time to time by a rebellious surge of passionate but hopeless longing. 
Her faithless lover, Faust, has wooed and won and left her; and she moans in her anguished solitude: 


My heart is heavy, 
My peace is o'er; 
I never—ah! never— 


Shall find it more. 


The music mirrors perfectly the piteous sadness of her mood, and its occasional dramatic out- 
bursts of passion show how greatly the effect of a poem can be enhanced by sympathetic music, 
while the monotonous hum of the spinning-wheel, realistically imitated in the accompaniment, 
forms a perfect background for the song of the abandoned girl. 


PRELUDES, Op. 9, No. 1 (For Left Hand Alone) and Op. 15, No. 2 
Alexander Nikolaevich Scriabin 6721-4 3.00 


ite two Preludes here effectively grouped together are finely representative of Scriabin’s early 
work—work that embodies characteristics closely akin to those of the master of the miniature: 
clearness and transparency of design, meticulous care and finish of workmanship—and a Chopinesque 
atmosphere. The best miniatures, painted on ivory, have a refreshing quality often lacking in the 
weightier and more pretentious masterpieces. 

The Opus 9, comprising a Prelude and a Nocturne, for the left hand only, recalls the period in 
the composer's youth when a broken right shoulder-blade compelled him to practice, impatiently, all 
his music with his left hand alone. This Prelude is an exceedingly fine piece which many pianists are 
quite willing to play with both hands in order to get its full musical charm. The contrasting Prelude, 
No. 2 from Opus 15, is still more difficult to play, demanding great stretching powers for both hands. 

Mr. Borovsky’s skilful and sympathetic presentation of these gems of modern Russian music is 


delightful. 
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Shura Cherkassky c dj aah TT nso 


HE most remarkable musical prod- 

igy of recent years, Shura Cherkas- 
sky has made a veritable sensation 
wherever he has played in public—his ap- 
pearances have been wisely limited. He 
was born in Odessa, on October 7, 1911, 
and thus far has received his musical 
training under the guidance of his mother, 
who is a graduate of the Petrograd Con- 
servatory. After three years of privation 
and suffering, and many months of struggle 
with the Soviet Government, the boy’s 
parents finally won permission to take him 
out of Russia. They came direct to Balti- 
more in the summer of 1923, where Harold 
Randolph, Director of the Peabody Con- 
servatory, and Frederick R. Huber, Munic- 
ipal Director of Music, were at once so 
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Master Cherkassky records his playing only for the Duo-Art Piano. 


Duo-Art Records by Shura Cherkassky 
LIEBESWALZER (Love-Waltz), Op. 57, No. 5 . Moritz Moszkowské 66919 2.25 


lies ravishingly beautiful ‘‘Love-Waltz’’ is one of the most skilfully wrought and most admired 
of the several elegant concert waltzes composed by the late Moritz Moszkowski. In its delicious and 
exquisitely graceful measures he undoubtedly intended to depict musically the progress of a court- 
ship in a ballroom. In the opening prelude the lover is seen offering his arm to his beloved as they 
take their place for the dance. The bewitching strains of the waltz carry the lovers in ever circling 
figure, around and around, until, at length aglow with the exercise, they seek a moment's rest in the 
adjoining conservatory with its shady palms. In this seclusion the lover presses his suit and the fair 
one is neat consenting. But others seek the same refuge, and these two resume the dance. Again and 
again they reach the quieter outer limits of the dancing, and each time another sentence in the chap- 
ter of love is spoken. At last the joyous swirl of the music, the gaiety and glamour of the scene, the 
ardent suit of the lover are shown at full height, and to the accompaniment of a triumphant burst of 
gladness the fair one has said her soft ‘‘yes,’’ and the tumultuous close of the piece brilliantly indi- 
cates the happiness of the ‘‘two hearts that beat as one.” 

Little Shura Cherkassky has played this charming Waltz delightfully, not only surmounting its 
technical difficulties, but imparting its elegance and grace with astonishing mastery. 


Pomewetiow Rk... ... . .« .« Sergei Rachmaninoff 67138 2.00 


Axraoucn Shura Cherkassky was only twelve years old when he made this, his first Duo-Art 
Record-Roll, it is a deftly and amazingly well-played performance of a charming bit of modern Rus- 
sian music. This ‘‘Polka’’ is dainty, graceful, cheery, in prankish humor and lighter vein than one 
usually associates with the work of Sergei Rachmaninoff, yet abounding in characteristic and indi- 
vidualistic touches. ‘‘W. R.’’ is the composer’s father, and this ‘‘Polka”’ in its original form was 
written by him. In expanding and embellishing it into a captivating salon piece, the son has utilized 
the resources of his unique genius to pay a graceful tribute to his father. 


PieemorePATHETIOQUR=. «0a; «> Shura Cherkassky 66928 2.00 
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Nacholas Medtner 


NE of the most eminent of latter- 

day Russian composers, and a 

pianist of distinguished ability, 
Nicholas Medtner records his playing ex- 
clusively for the Duo-Art Piano. 


Of German parentage, Nicholas Medtner § 
was born in Moscow, on December 24, 
1879. Entering the Moscow Conservatory 
in 1891, he became one of the most bril- 
liant of Sofonoff’s piano pupils and was 
graduated in 1900 as winner of the gold 
medal. In the same year he won the Rubin- 
stein prize at Vienna. After touring Europe 
for two years, he returned to Moscow and 
served as Professor at the Conservatory in 
1902 and 1903, resigning to devote himself 
wholly to composition. His works (chiefly 
for piano) show remarkable originality, ) : 
and abound in new rhythmic and harmonic & yap SEMI es 


combinations. 


Duo-Art Records by Nicholas Medtner 


FAIRY TALE IN E MINOR, Op. 14, No. 2 (March of the Knights) 
Nicholas Medtner 6882-3 2.75 


Ma. Meprner has composed a considerable number of piano pieces which he calls ‘‘Fairy Tales.’’ 
And for his purpose he has created anew form of composition. Some of Medtnet’s friends and admirers 
consider this March of the Knights the best of all his Fairy Tales. At any rate, it is a novel, inter- 
esting and beautiful piece of music—a vigorous, sturdy, stirring March, replete with new harmonic 
and rhythmic combinations, and fresh tonal colors. There is noble melody in it—new, original, 
and individualistic; there are full, rich, orchestral harmonies of novel beauty; there are striking cross 
rhythms, and fine rhythmic surge and swing throughout the whole piece. 


FROM FORGOTTEN MOTIVES, ‘‘Danza Festiva,’’ Op. 38, No. 3 
Nicholas Medtner 6998-3 2.75 


SavEear of Mr. Medtner’s more recent piano pieces have been published under the general title of 
“From Forgotten Motives,”’ the implication evidently being that the musical themes on which they 
are based were conceived many years ago, whereas the compositions themselves were not worked out 
in detail and completed until a much later period. 

This “‘Danza Festiva’’ is a fascinating piece, in modern, but not ultra-modern, style. It is a 
lively, rushing, energetic, whirling Russian Festival Dance, compacted of original and distinctively 
beautiful melodies, novel and richly colorful harmonies, vigorous rhythms, and imbued with im- 
aginative fire and spirit. These elements are handled and combined with a sure mastery; it abounds in 
harmonic, rhythmic, and dynamic variety; and the hearers’ interest is held spellbound to the end. 


FROM FORGOTTEN MOTIVES, ‘‘Danza Jubilosa,’’ Op. 40 
Nicholas Medtner 68729 2.25 
Hinze is another of Mr. Medtner’s own authoritative, fine and flawless interpretations of 
another of his latest compositions. This ‘‘Danza Jubilosa’’ is a novel and individualistic concert piece 


compacted of original melodies; full, rich, novel harmony; and vigorous, jubilant, tripping, dancing 
rhythms, and is as thoroughly delightful as it is new and original. 
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Robert Armbruster 


OBERT ARMBRUSTER was born 
in Philadelphia in 1896, and re- 
ceived his musical training in that 

city, studying for several years with the 
late Constantin Sternberg who honored 
Mr. Armbruster by dedicating to him his 
last book of essays. He began to play the 
piano in early childhood, won local re- 
nown as a prodigy, and made his first ap- 
pearance as soloist with the Philadelphia 
Orchestra while yet a mere lad. He served 
in the Naval Reserve in the World War, 
and was chosen thereafter as the pianist 
to appear at the White House in Wash- 
ington on the occasion of a big diplomatic 
dinner, receiving therefor a gold medal 
bearing the President’s Coat-of-Arms. A 


Ry 


pianist of great technical proficiency, musi- 
cianly understanding and sincerity, and 


gifted with poetic insight, Mr. Armbruster records his playing for the Duo-Art Piano 


exclusively. 


Duo-Art Records by Robert Armbruster 


ADESTE FIDELES (See below, ‘‘Oh, Come, All Ye Faithful’) 
ADORATION (Violin Accompaniment) . . . . Felix Borowski 10917 


AH, MOON OF MY DELIGHT (From “‘In a Persian Garden’’), with words 
Liza Lehmann 102725 


‘<AIDA”’ SELECTIONS: Battle Hymn Act I; Celeste Aida; O Terra-adio, 


Meetapialscence sw le lt Giuseppi Verdi 66769 
ALWAYS (Ballad with words) . ' . Irving Berlin 102965 
THE ANSWER (Song Accompaniment, High Voice) Robert Huntington Terry 12176-S 
eee, Or. 59,No.2 . . . . . . Harry E. Arnold 67776 
AUF WIEDERSEHN (Good-bye), (with words) . . . Sigmund Romberg 102185 
AVE MARIA, Op. 52, No. 6 Gwith words). . . .. Franz Schubert 102835 


Scxusert’s Opus 52, comprising “Seven Songs from Sir Walter Scott's ‘Lady of the Lake,’ *’ was 
sold by him to a music publisher on October 29, 1825, for the sum of 200 silver Gulden (about $100), 
probably the highest price he ever received for any of his songs, and the set was published in April, 
1826. The ‘‘Ave Maria’ (Stanza 29 of Canto III, Ellen’s ‘Hymn to the Virgin’’) is the best known 
of the set, as it is indeed one of the most famous as well as most beautiful of songs. Schubert knew no 
English, and consequently his settings are of German translations. Unfortunately the German ver- 
sions generally have more syllables to the line than the English originals, and so Scott’s lines are 
not singable to Schubert’s music. Here is the first stanza of the “Ave Maria’”’ in the English adapta- 
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Rosert ARMBRUSTER—Continued 


*©rro- 


tion for singing made by Dr. Theodore Baker (which, it may be seen, does not stray very far from 
Scott’s original): 

Ave Maria! Maiden mild, 

Ah! listen to a maiden’s prayer; 

For Thou canst hear amid the wild. 

"Tis Thou, 'tis Thou canst save amid despair. 

We slumber safely till the morrow, 

Tho e'en by men outcast, reviled: 

O Maiden, see a maiden’s sorrow, 

O Mother, hear a suppliant child! 

Ave Maria! 


““BABES IN TOYLAND” SELECTIONS: I Can't Do That Sum; Toyland; 
March of the Toys; Bo-Peep; Children’s Theme . Vactor Herbert 66869 2.25 


BEAU BRUMMEL MINUET . . . . .. | |. Francis Young V6766qmmeESO 


tlie: the composer of today, if he have the requisite imagination and skill, can imbue the antique 
form of the minuet with vitality and charm is proved anew by Francis Young with his delightful 

‘Beau Brummel Minuet.”’ This is sure of popularity, for it bears the stamp of individuality besides 
being both pretty and graceful. While the contour of its melody recalls the luxurious days of the 
English dandy for whom the piece is named, there is a sturdy, masculine quality about it, too, as 
well as in the cleanly accented rhythm; and there is abounding variety in the harmonic treatment. 


BECAUSE I LOVE YOU, DEAR (Song Roll, with words) . Charles Hawley 100945 1.25 


THE BELLS OF ST. MARY’S (Song Roll with words) . A. Emmett Adams 102795 1.25 


THE BLIND PLOUGHMAN (Accompaniment Roll, Low Voice, in C) , 
R. Coningsby Clarke 12886-S 1.50 


**BORIS GODOUNOV” SELECTIONS . Modest Petrovitch Mussorgsky 69720 2.50 


(OR of the most effective of Russian operas, Mussorgsky’s “‘Boris Godounov’’ was produced at 
Petrograd in 1874, and in the revised and reorchestrated version by Rimsky-Korsakoff has been an 
outstanding success at the Metropolitan Opera House, New York, where it was first performed on 
March 19, 1913. It is a powerful music-drama based on one of the most remarkable epochs in Russian 
history—the interim between two great dynasties. Soon after the death of Ivan the Terrible, his 
weak-minded son Feodor, realizing his own incapacity as a ruler, appointed his brother-in-law Boris 
Godounov as Regent. The ambitious and crafty Boris, seeing in Feodor’s younger brother Dmitri the 
only obstacle between himself and the throne, sent secret orders to have that youth assassinated. 
Seven years later Feodor died, and Boris, who had long enjoyed dictatorial powers, became Czar. 

Mussorgsky’s opera begins with the coronation of Boris, and while dealing with the events 
of his reign reveals the progress of his remorse-stricken soul through nerve-crises and terrible hallu- 
cinations, ending with his death. 

The music, being the artistic product of a great national crisis, is appropriate, sincere, dignified, 
and impressive, never departing from beauty and never approaching anything in the nature of con- 
ventional pattern. 

Mr. Armbruster has made a remarkably fine Duo-Art Record of excerpts from this unique and 
fascinating music, linking together skilfully the Chorus of the Boyars (last act), Father Pimen’s 
Motive (Act I), the theme of the false Dmitri, the Love Scene between the false Dmitri and Marina 
(Act IID, the very beautiful theme of Boris with His Children, the folk-song-like theme of Varlaam 
and Missail, the Siebe of Kazan, and the Chorale between the two Cathedrals (Act D. 


CAN’T YO’ HEAH ME CALLIN’, CAROLINE (Song Roll with words) 
Caro Roma 101715 1.25 


CAPRICE Sh VEEL Ea pekie Meigs ae Constantin Sternberg 56467 1.75 


A conven rhythmic device simulating the beating of the hoofs of a trotting horse has been effec- 
tively used by the composer of this novel and delightful Caprice. 
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Rosert ARMBRUSTER—continued 


“CAVALLERIA RUSTICANA’’ SELECTIONS: (1) Siciliana; (2) Inter- 
mezzo; (3) Alfio’s Song; (4) Easter Hymn; (5) Brindisi; (6) Duet, 
Turiddu and Santuzza ; eatin Pietro Mascagni 67359 2.25 


Mascacar’s “Cavalleria Rusticana’’ was produced in 1890, and at once became one of the most 
popular of all modern operas—a popularity it retains by reason of its melodiousness and its dramatic 
intensity. Robert Armbruster has skilfully arranged a group of six of the most appealing numbers 
of the opera and has played them in masterly fashion, making one of the very best operatic Duo-Art 
Rolls thus far issued. This is a roll of assured and deserved popularity. 


CHANSON (Melodie) ne: Rudolf Friml 66406 1.50 
CHANSON INDOUE (Song of India) from the Opera ‘‘Sadko”’ (For Violin 
or Voice—medium in G) (Accompaniment Roll) 
Nikolai Rimsky-Korsakoff 10956 1.50 
‘‘CHIMES OF NORMANDY” SELECTIONS: (1) Barcarolle; (2) Legend 
of the Bells; (3) By His Side; (4) That Night I’ll Ne’er Forget; 
(5) Cider Song; (6) Finale—Legend of the Bells (Played by Robert 
Armbruster) , ai sae Robert Planquette 68399 2.25 


The gay and charming music of Planquette’s ‘‘Chimes of Normandy,” first produced in Paris in 
1877 and adapted for the English stage in the next year, has kept it for nearly half a century one of 
the most popular of all light operas, and a particular favorite for amateur performance. Everybody 
who knows any operatic music at all knows this tuneful work. 


THE CHRIST CHILD LEGEND, Op. 54, No. 5. (Song Roll, With Words.) 
Peter [lich Tchaikovsky 103176 1.50 


O: EXQUISITE simplicity and melodic loveliness all compact is this fifth number from Tchaikovsky’s 
“Sixteen Children’s Songs.’’ The Russian master took a naive medieval legend telling how 

Christ when a child, with patient care, 

Had made himself a garden fair, 
but when its rose tree bloomed a crowd of noisy children tore all the roses off and left only the 
thorns to crown his head—and provided for it a musical setting of simple melodic and harmonic 
charm in perfect keeping with the words. Mr. Armbruster has made of this a song-roll of rare 
beauty and charm. 


COLUMBINE QUI FLIRTE CFlatterie) . re 777700) Doss2) © 660279) 1.75 


COME WHERE MY LOVE LIES DREAMING (Song Roll with words) 
Stephen C. Foster 100905 1.25 


CONCERT MUSIC AT THE HOTEL COMMODORE (From Programs by 
Bernard Levitow’s Orchestra) (Arranged and Played by Robert 
Armbruster): iin sha JO eal oe a’ rao: 
“‘Love’s Own Sweet Song (From “‘Sari’’) . Emerich Kalman 
B@aedcaliuncy  . 2.7 Claude Debussy 
mRackety Coo’ (From ‘‘Katinka’’) .. .. . Rudolf Friml 
‘The Moon Drops Low,’ Op. 45, No. 4 Chas. Wakefield Cadman 
“To the Land of My Own Romance’’ (From the ‘“‘Enchantress’’) 

Victor Herbert 


Horr is a veritable triumph in the way of a medley of the kind of music that everybody likes. It de- 
serves to be—and cannot fail to be—a tremendous popular success. In planning it, Mr. Armbruster 
had the wholehearted and helpful co-operation of Bernhard Levitow, conductor of the Hotel Com- 
modore Orchestra, who listed the five pieces which his orchestra is most frequently requested to 
play. That orchestra, needless to say, is one of the best and most popular hotel orchestras in the 
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Rospert ARMBRUSTER—continued ; 
world, and its playing is broadcast as a regular daily radio feature from Station WJZ. No wonder 
these pieces are in constant demand, for each of them is a gem of its kind—the liltingly melodious and 
graceful waltz ‘‘Love’s Own Sweet Song,’’ from Kalman’s fine operetta ‘‘Sari,’’ Debussy’s ethereally 
poetical and dreamy musical evocation of ‘‘Moonlight,”’ the clever and catchy ‘‘Rackety Coo,”’ from 
Friml’s successful comic opera ‘‘Katinka,’’ Cadman’s charming song, ‘“The Moon Drops Low,”’ and 
finally one of Victor Herbert's most stirring little masterpieces, ‘‘To the Land of My Own Romance,”’ 
from ‘The Enchantress.’’ Mr. Armbruster has arranged and played these pieces with masterly skill, 
and the record-roll is particularly and surprisingly rich in variety and in excellent and telling con- 
trasts. 


CONCERT MUSIC AT THE WALDORF-ASTORIA, NEW YORK (From 
Programs by Joseph Knecht’s ieee CAmranged and Played by 


Robert Armbruster) . 69359 2.25 
Allah’s Holiday By a Rea eee 
"Throw Me a Rose”’ (one Miss Springtime ”) Emmerich Kalman 

| Thesleeping Beautyas | Oe oe el craze 

‘By the Waters of Minnetoniers Me Thurlow Lieurance 

Rose of the World: (Frome vAlectia ae . Victor Herbert 


Wires dining one evening at the Waldorf-Astoria, America’s most famous hotel, Robert Arm- 
bruster was so impressed by the beautiful playing of Joseph Knecht’s Orchestra that he sought and 
obtained permission to arrange and record for the Duo-Art Piano a group of pieces from Mr. Knecht’s 
programs. The inspiration proved a most happy one, for in ‘Concert Music at the Waldorf-Astoria”’ 
he has produced one of the most attractive medleys ever fashioned out of popular salon pieces. Here 
is a rare feast of melody; here are harmonic riches colorful, gorgeous, divergent; and captivating — 
rhythms in intriguing variety, in well established favorite numbers by Friml, Kalman, Tchaikovsky, 
Lieurance, and Herbert. And the whole is very skilfully arranged and beautifully played. 


CONCERT MUSIC AT THE DRAKE HOTELS CHICAGON(C@romePrce. 


grams by Henry Selinger’s Ensemble.) . . . ~JO7L9ME2:25 
Something Seems Tingle-ingling Cfrom ‘ High Jinks 1) Rudolph (pei 
Alice Blue Gown Grom irene ae. rae Harry Tierney 
Variation Grom ‘La Source™ ) i (Let Leo Delzbes 
AS Kissin theark a) ne meh Victor Herbert 
Féte Boheme Cfrom “‘Scenes ha rteantes’ ow < hf ulessMasienct. 


(Arranged and Played by Robert Armbruster.) 


Hers is another of Robert Armbruster’s skilfully arranged and expertly recorded medleys of 
popular favorites, the kind of graceful, melodious, piquant music that everybody likes. 


CONCERT, WABIZA Oran”: : : 4 , Rudolf ee) 64029 2.25 


“COUNTESS MARITZA”’ SELECTIONS—Play Ginues Dance Gipsies!; 
The One [I’m Looking. For, Say “Yess Sweethesrtmisayen es: 
Dear Home of Mine, Goode , Emmerich Kalman 70479 2.25 
(Arranged and Played by Robert erste ) 


AILED in Europe and America as the greatest Viennese operetta since ‘“The Merry Widow,” 
“Countess Maritza’’ is filled with the most melodious, sparkling, and delightful music Emmerich 
Kalman has ever composed. And the music mirrors admirably the combined elements of romance 
and humor that make up the plot. The action takes place in the garden and in the drawing-room 
of the patrician Countess Maritza in a bit of paradise in Hungary. There gypsies with their gypsy 
band sing and dance and form a background for affairs of the heart that involve the Countess and 
the young and handsome Count Tasselo, who, having squandered his fortune, has become, incognito, 
the overseer of her estate; and Manja, a gypsy girl who is a witch at violin playing and who loves 
the overseer and seeks to lure him from the Countess. Robert Armbruster has arranged and played 
a fine group of the most popular numbers from this charming operetta. 


COUNTRY DANCE (See below, ‘‘Three Dances from Nell Gwyn’’) 
CUBAN AND ORIENTAL SERENADES (See below, ‘‘Suite of Serenades’’) 
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Rosert ARMBRUSTER—continued 


Bemis me NitoorNovelette)’ 48 28 6 0 wl ac. Bernard Barnes 68956 1.50 


DANCE OF THE HOURS (Ballet Music from ‘‘La Gioconda’’) (Arranged 
and Played by Robert Armbruster) . . . Amilcare Ponchielli 67249 2.25 


Pee TING in rhythmic swing, in zest and variety, in profusion of fanciful melodic designs, is the 
“Dance of the Hours’’ from Ponchielli’s best work, the melodious opera ‘‘La Gioconda.”’ Indeed, 
this is one of the very best of modern operatic ballets, and here Robert Armbruster has made a capital 
and wholly delightful piano arrangement of it. 


DANCING LEAVES oe Sern) giver Vises 662965 1-50 


DAWN (Alba), and GOOD NIGHT (Buona Notte), Op. 25, Nos. 1 and 4 
(From ‘“A Day in Venice’) . . . & «. Ethelbert Nevin 70118 2.00 


Aone the most popular as well as most beautiful of Ethelbert Nevin’s piano pieces are the four 
dainty and charming little gems making up the Suite, ‘A Day in Venice’’—where the composer lived 
for a year on the Grand Canal. The first and last of these Mr. Armbruster has recorded on one roll, 
playing them beautifully, with excellent phrasing and repose. “‘Dawn”’ C‘Alba’’) begins with a few 
drowsy harmonies, as the sun touches the spire of St. Marks’s with fire. A gondolier rouses and 
stretches himself in the sunlight. The freshness of morning is on the water. The gondolier laughs— 
at nothing—at everything; laughs for joy at the gladness and beauty of another day—a day in 
Venice. ‘‘Good Night’’ (‘Buona Notte’’) is a delicious little nocturne, beginning with a choral 
‘Ave Maria’’ and ending with a.campanella of utmost delicacy. 


DEEPaRIVER (Key, F); OH, DIDN’T IT RAIN (Key, G), CNegro 
Spirituals) (Song Accompaniments) . . . H. T. Burleigh 12619-S 2.25 


DOWN SOUTH, Or. 10 (American Sketch) .. Myddleton-Williams 65008 2.00 
DREAM MUSIC (From ‘‘HaenselandGretel’) .  . Engelbert Humperdinck 65878 2.00 


Ma. Armeruster has made a very beautiful and charming Duo-Art Record of the lovely Dream 
Music from the second act of Humperdinck’s fairytale opera of ‘‘Haensel and Gretel.’’ The two chil- 
dren of the broom-maker are lost in the woods at nightfall. Tired out, they sink down upon the 
moss beside a spreading tree. The Sandman—the German sleep-fairy—appears and throws dust in 
their weary eyés. Together they sing their little evening hymn, and drop off to sleep locked in each 
other’s arms. Then the heavens open, and down a shining staircase come the bright forms of angels, 
who group themselves round the sleeping children, and watch over their innocent slumbers until the 
break of day. 


ENGLISH COUNTRY DANCES, Roll No. 1—Gathering Peascods; New- 
castle; Rufty-Tufty (Collected by CecilJ. Sharp) . . . . 68438 2.00 


ENGLISH COUNTRY DANCES, Roll No. 2—If All the World Were Paper; 
Put on Thy Smock; The Black Nag (Collected by Cecil J. Sharp) 68448 2.00 


ENGLISH COUNTRY DANCES, Roll No. 3—Jenny Pluck Pears; Sellinger’s 
Peers Collected by Cecil |.Shatp) . . - . *% 


fltaece groups of charming old English Country Dances, very deftly recorded by Mr. Armbruster, 
were made primarily for the use of the New York Branch of the English Folk Dance Society. But the 
public school and the home where there are children will find them useful and valuable. For, the 
English Country Dance, said the late Cecil James Sharp, “‘is essentially the dance of the beginner, 
easy to learn and easy to teach. It is a homely, intimate and mannered dance in which both sexes take 
part, a dance full of life and spirit, and pervaded throughout with a simple gaiety, which is at once 
wholesome and attractive. There is nothing acrobatic or tricky in any of its steps; yet its accurate 
execution demands on the part of the performer nothing less than a complete mastery over the funda- 
mental principles of physical movement. For these reasons its educational value stands very high, 
and it may justly be claimed for it that, for school boys and girls, the English Country Dance pro- 
vides an ideal form of recreation, a moderate and healthful exercise, a pleasant and innocent diver- 


sion.” 
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‘““ERMINIE’’ SELECTIONS: (1) When Love Is Young; (2) Lullaby; G) 


A Soldier’s Life; (4) What the Dicky Birds Say; (5) Finale 


Edward Jakobowski 68029 2.25 


Hiss is a masterly arrangement of five of the best numbers from the perennially delightful ‘‘Erminie.”’ 
Few operettas have ever enjoyed any greater success than has this unique work from the pen of 
Edward Jakobowski, which was first produced in London on November 9, 1885, and in New York 
on March 10, 1886. Its light and graceful music, of which the unforgettable Lullaby is the brightest 
gem, is still happy and fresh and charming. 


EXTASE (Revery) ‘ . : : : aa : Louis Ganne 70446 1.50 


FAREWELL (Vale) (Song Accompaniment) 


Tars ecstatic revery by the distinguished modern French composer, Louis Ganne, is an appealingly 
beautiful bit of music, original in content and style, yet revealing in spirit the influence of its com- 
poser’s greatest teacher, Cesar Franck. Its fine, soaring melody is proclaimed over a nicely effective 
accompaniment of richly varied harmonies, enhanced by a sparing but telling use of bell tones 
and other decorative features. Mr. Armbruster has made an exceptionally fine Duo-Art Record-Roll 
of it, for he has played it with sympathetic understanding—keeping the whole accompaniment soft 
while the beautiful melody climbs and soars, and achieving certain finely artistic dynamic effects. 


Kennedy Russell 11897 1.75 


““*THE FORCE OF DESTINY’’—Improvisation on Melodies Giuseppe Verdi 69238 2.00 


(Arranged and Played by Robert Armbruster) 


Wir opera, ‘“The Force of Destiny’’ (‘‘La Forza del Destino’’), in which the gloom of a most 
sanguinary plot is relieved by the humorous scenes provided by a vivandiére and a comic priest, was 
produced at Petrograd in 1862, and was significant in the Italian master’s career as marking the be- 
ginning of a transition to a richer and more elaborate style of instrumentation and harmony than he 
had employed in his earlier works. It contains also several of the most expressive and most beautiful 
melodies that Verdi had composed at that period—numbers which are still in high favor with lovers 
of operatic music. Taking a group of the best of these numbers, Mr. Armbruster has linked them to- 
gether very skilfully in a delightful improvisation that is sure to prove immensely popular. 


FOR YOU ALONE (Song Roll, with words) .  .  . Henry E. Geehi VON 7 5mein25 


FOUR FRENCH SONGS (Goprano peas Roll) . . . J219Q55mN2R25 

Un Doux lic ce Ties) iat aeee Pia &. Delbruck 

-EnSourditic= ae PPS ae) (oo ae eee: Hahn 

ellpNve gem coxa, | See Ae ae eee eee Bemberg 

‘‘Farewell at Morn’”’ nie Pee bie toe ae ed ba fe iP? 7 a7! 
FUNICULI-FUNICULA (Song Roll with ces eee Luigi Denza 103005 1.25 
GIANNINA MIA (From ‘The Firefly’’) (Ballad with words) Rudolf Friml 102855 1.25 
GONDOLIERS, Op. 25, No. 2 (From a Day in Venice) .. Ethelbert Nevin 57517 1.75 
‘‘“GRAND-PA’S FAVORITE” QUADRILLE . . . . (Traditional) JOWameOO 

GYPSY LOVE SONG (From ‘‘The Fortune Teller’’ (Song Roll with words) 
Victor Herbert 102195 1.25 

THE HAPPY PRINCE See agent for Recitation—Incidental Music, 
Witla WOLCS amet ona ttn a: _ Liza Lehmann 12550-S_ 2.50 

THE HEART OF A ROSE (Song peogrgn in E Minor, High Voice) 
Elinor Remick Warren 12225-S 1.25 
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She Neo PINAFORE” SELECTIONS: (1) We Sail the Ocean Blue; (2) 
Pimecalicd Littl Buttercup; () Pm Captain of the Pinafore; 
(4) Fair Moon; (5) When I Was a Lad; (6) He Is An Englishman 

Sir Arthur Sullivan 67589 2.25 


lie: is a skilfully arranged and very beautifully played group of selections from one of the most 
popular of all the comic operas produced by the inspired collaboration of Gilbert and Sullivan. 
“H. M. S. Pinafore; or, The Lass that Loved a Sailor’’ was produced in London on May 28, 1878, 
and in New York on January 15, 1879, and soon became the rage in both England and the United 
States. It has been revived countless times with great success, and its charming combination of 
delicate wit and delicious music will long continue to be a potent attraction. This fine Duo-Art Roll 
of six of the leading numbers from the opera is an unalloyed delight. 


HOW BEAUTIFUL WERE ONCE THE ROSES, Op. 68, No. 1 (Accom- 


BeemweeromRecitation) 29. -s 2. 6. Anton Arensky 12650-S 2.50 
Pee Oe Oumi0l, No.7. . . . . =. # Antonin Dvérdk 56217 1.75 
DeemeorNrriedntcrmezzo) © 2 > . . . Emma Lyon Hatch 68317 1.75 
IDILIO, Op. 134 IE ee ee Theodore Lack 68866 1.50 


Grsexanery graceful and of quite irresistible popular appeal is Mr. Armbruster’s flawless perform- 
ance of this light and graceful and charming little idyll. Its exquisitely dainty and fluent melody, 
clever and appropriate harmony, and nicely varied rhythms are blended with the skill of a master 
craftsman, and the whole piece is infused and permeated with the spirit of spring freshness, sunshine, 
and happiness. 


I DREAMT THAT I DWELT IN MARBLE HALLS. (From ‘‘The Bohemian 
Girl’) (Song Roll, with words) .. Michael William Balfe 103115 1.25 


I HEAR YOU CALLING ME (Song Roll with words) . Charles Marshall 102145 1.25 


INDIAN LOVE CALL (From ‘‘Rose Marie’) (Song Roll with words) 
Rudolf Friml 102485 1.25 


INDIAN SUMMER, AND DAGGER DANCE (From ‘‘Natoma’’) 
Victor Herbert 69138 2.00 


Vicror Hersert’s ‘Indian Summer—An American Idyl’’ is one of the most charming pieces he 
ever wrote for the piano and justly enjoys great popularity. It is a simply beautiful little tonal poem 
that is typically American in its subtle evocation of the very spirit and atmosphere of Indian Sum- 
mer—that peculiarly American season of mildness and harvest beauty which many Americans deem 
the most enjoyable of the whole year. And it is typically Herbertian in its pretty melody with just a 
touch of wistfulness in a minor cadence appropriately autumnal in coloring, in its perfectly fitting 
and beautiful harmonization, in its vein of quiet happiness and content. Here Robert Armbruster be- 
gins and ends an exceptionally attractive record-roll, with this charming Idyl, and interpolates as a 
middle section the vigorous, picturesque, and stirring “‘Dagger Dance’’ from Herbert’s American 
Indian opera ‘‘Natoma,’’ with which Mary Garden made something of a sensation when the opera 
was produced by the Chicago company in 1911. 


IN THE GARDEN OF MY HEART (Song Roll with words) Ernest R. Ball 102005 1.25 


‘“TOLANTHE”’ SELECTIONS—Entrance of Peers; Duet from Act II; Io- 
lanthe’s Song; Song of Lord Chancellor and Peers; Sentry’s Song; 
Fairy Queen’s Song; Trio from Act II; Lord Mountararat’s Song. 

Sir Arthur Sullivan 70459 2.25 


| owas or, The Peer and the Peri,’’ comic opera, in two acts; text by William Schwenck 
Gilbert; music by Arthur Seymour Sullivan; had its first performance in both London and New 
York on the same date—November 25, 1882. The music of “‘Iolanthe’’ is peculiarly refined and 
fanciful. With its blending of.things aerial and things terrene, and its contrast between the solid 
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qualities of Britain’s hereditary legislators and the irresponsible ecstasy of fairyland it constitutes 
one of the most surprising feats of musical imagination that even Arthur Sullivan’s career can show. 
Mr. Armbruster has arranged and played in masterly fashion a great group of eight of the most 
popular numbers from this exhilarating music. 


I WISH THAT I’D BEEN SATISFIED WITH MARY (Song Roll with words) 
Ray Henderson -102886 


JESUS CHRIST IS RISEN TODAY (Adapted by W. H. Monk); 
THE STRIFE IS'O ER, THE BATTER DONE Saas adapted 
by Monk) (Hymns with words) . als EA ne . .. doze 


Te two fine old Easter Hymns, ‘‘Jesus Christ Is Risen Today,’’ and ‘‘The Strife Is O’er, The Battle 
Done,’’ were chosen by the Rev. Dr. Randolph Ray, Rector of the Church of the Transfiguration 
(familiarly known as ‘The Little Church Around the Corner’”), one of New York’s most famous 
churches, to make a Duo-Art Roll of typically representative Easter music; and they have been skil- 
fully and beautifully played by Robert Armbruster in a style that conveys both their devotional 
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spirit and their exultant joyousness. The music of the first is based on a traditional fourteenth cen- 


tury tune, slightly modernized by William Henry Monk, a celebrated English organist, choir- 
master and church composer, who was born in London in 1823, and died there in 1889. The tune of 
the second is from the old Italian master Palestrina, also adapted by William Henry Monk. 


KASHMIRI SONG: ‘‘Pale Hands I Loved’’ (Song Roll with words) 
Amy Woodforde-Finden 102015 


KASHMIRI SONG: ‘‘Pale Hands I Loved’’ (From “‘Four Indian Love 
Lyrics’’ Baritone in D) (Accompaniment Roll without words) 


Amy Woodforde-Finden 11025 
THE KERRY DANCE: a 9 eee Molloy-Armbruster 65288 
A KISSSIN XANADU.4Or 7816 ee . . . Deems Taylor 69049 


ilieecclercable pantomime, ‘‘A Kiss in Xanadu,”’ scenario by Winthrop Ames and music by Deems 
Taylor, was the outstanding feature of ‘Beggar on Horseback,’ one of Broadway's best and most 
successful of recent plays. In it the Prince and the Princess of Xanadu, separately and each in disguise, 
seek adventure in the Public Park, at midnight; meet, and after he has smashed the park lamp and 
waved the moon from the sky, kiss. Without discovering the othet’s identity, each returns separately 
to the Palace. The music is charming in its lightness, fantasy, melodious grace, harmonic rich+ 
ness and variety, diversified rhythms and highly effective decorative features. Mr. Armbruster has 
skilfully arranged the most beautiful and most effective parts of it into a continuous piano piece, here 
recorded with his magical mastery, and making a captivating Duo-Art Record of assured popularity. 


KISS ME AGAIN Cong Roll with words) .. . .™~ . Véctor Herbert OES 
A KISS OF DESIRE (Song Roll with words) . . Frank R. Florentine 102645 


LARK, THE (L’Alouette) (Transcription by Balakireff) 
Michael Ivanovich Glinka 56977 


LET ME CALL YOU SWEETHEART (Song Roll with words) Leo Friedmann 102275 
LITTLE GRAY HOME IN THE WEST (Song Roll with words) 


Hermann Lohr 102585 
LOCH LOMOND (Song Roll with words) . : . (Old Scotch Air) AOtGss 
LOVE, HERE IS MY HEART (Song Roll with words) . Leo Silesu 102095 


LOVE SONG, Op. 25, No. 3 (From a Day in Venice) . Ethelbert Nevin 57857 
LOVE WENT A-RIDING (Song Accompaniment, High Voice) Frank Bridge 12166-S 
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“MADAMA BUTTERFLY” SELECTIONS: (1) Prelude; (2) Entrance of 


Butterfly; (3) Love Duet, Finale Act I; (4) Flower Duet; (5) One 
Fine Day; (6) Waiting Music; (7) Finale .  . Giacomo Puccini 67129 


No Duo-Art patron will want to miss Robert Armbruster’s skilfully arranged and beautifully 
played medley of excerpts from one of the most popular of all modern operas, Puccini's ‘‘Madama 
Butterfly.’’ This fine record-roll contains much of the exquisitely beautiful music of tenderness and 
passion which makes this work unquestionably one of the most interesting and important operas 
of modern times, as well as one of the most attractive. 


“MADAME POMPADOUR’’ SELECTIONS: (1) Magic Moments; (2) Oh, 


Joseph!; G) Serenade-Madame Pompadour; (4) I'll Be Your 


Soldier i? ule Leo Fall 68520 
MARCH, AND PROCESSION OF BACCHUS (From ‘‘Sylvia’”) Leo Delibes 70139 
MARCHE MIGNONNE (Dainty March), Op. 15, No. 2. Eduardo Poldini 56557 
MARINS D’ISLANDE (Mezzo-Soprano or Baritone, in C) CAccompani- 

menthol without wotds) . . . . . Felix Fourdrain 11016 
SNe eOREEGEIONS:. 0. 2. «Fo... Friedrich von Flotow 66429 
MEDITATIONS, No. 1: Kiss Me Again; Liebestraum; Musetta’s Waltz 

Song (‘La Boheme’’); Polish Dance; Meditation (‘‘Thais’’) 

(Arranged and Played by Robert Armbruster) . . . . . 67168 
MEDITATIONS, No. 2: Believe Me, If All Those Endearing Young Charms; 

Humoresque (Dvorak); Swanee River; O Susanna .. 50715 
MEDITATIONS, No. 3: Flower Songs—To a Wild Rose; Narcissus; To a 

Waterlily; Mighty Lak’ a Rose .. MacDowell and Nevin  S-30778 

(Arranged and Played by Robert Armbruster) 
ir Ot Cra rr Rudolf Friml 66316 
SE Charles Huerter 64918 
Re CCC tw. Charles G. Dawes 68518 


Vice-PresiDEnt Cartes G. Dawes’s highly individualistic and original ‘“‘Melody,’’ with its 
song-like strain and equally simple but effective harmonic accompaniment, constitutes a genuine 
and personal touch in musical expression that has caught the public fancy and fully deserves the 
great popularity it has won. When this fine Melody was conceived by Mr. Dawes Che does not like 
to be designated by his military title of General), he probably did not dream that it would find high 
favor with the greatest of living violinists. But Fritz Kreisler recognized at once its inherent beauty 
and its universal appeal, and by playing it at his recitals he has helped to popularize it from ocean 
to ocean. Here Mr. Armbruster has recorded very beautifully a fine piano version of it. 


MERRYMAKERS’ DANCE (See below, ‘‘Three Dances from Nell Gwyn’’) 


Wiso that knows the fun and frolic, the stingless wit, the lovely melodiousness and the enduring 
charm of ‘‘The Mikado,’’ does not love this masterpiece of the inspired collaboration of Gilbert 
and Sullivan? Most popular of all the ‘Savoy Operas,’ ‘“The Mikado or, the Town of Titipu’’ was 
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“MERRY WIDOW” and ‘‘GYPSY LOVE” WALTZES . . Franz Lehar 67878 2.00 
“MIGNON”? SELECTIONS: Knowest Thou the Land?; Gavotte; Duet of 

the Swallows; Polonaise . ‘ ; : Ambroise Thomas 70789 2.25 
“MIKADO”’ SELECTIONS: (1) Three Little Maids from School; (2) The 

Moon and I; (3) Here’s a How-de-do; (4) The Flowers That Bloom 

in the Spring; (5) Tit-Willow; (6) Finale Sir Arthur Sullivan 66489 2.25 
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first produced at the Savoy Theater, London, on March 14, 1885, and in New York on August 19, 
1885; and since that time has cast its spell of ‘‘innocent merriment’’ over countless thousands of per- 
sons. It even made an impression in Germany. It has been an equal success for both the musician and 
the librettist, and it still retains its freshness, vivacity and charm after forty years of performance. A 
group of the best-loved numbers from the opera is here presented in a superfine performance by 
Robert Armbruster, who has not only played the music capitally, with the infectious gusto of its 
rhythms, but has also caught the spirit of the lyrics that inspired the music. 


MORRIS DANCE (From Three Dances for Shakespeare’s ‘Henry VIII’’) 
Edward German 66627 1.75 
Eowarp German’s ‘Morris Dance” is a captivating piece in which the distinguished English 


composer has portrayed with amazing sureness of touch and life-like coloring the blithe spirit of 
rural England in the days of ‘*Bluff King Hal.”’ 


MY HEART AT THY DEAR VOICE (From ‘‘Samson and Delilah’’) 
(Song Roll with words) . . . Charles Camille Saint-Saens 102906 1.50 


[ee Biblical opera, ‘Samson and Delilah,’’ its composer’s first dramatic work of importance, was 
produced at Weimar in 1877 (thanks to Franz Liszt), but in spite of its success there and in other 
German towns, did not find its way to the Parisian stage until 1890. Its libretto follows the Biblical 
narrative pretty closely. The bewitching aria, “My Heart at Thy Dear Voice,’’ is sung by Delilah in 
the second act, when Samson visits her house in the valley of Sorak. In this act Saint-Saéns exhausts 
the resources of modern tonal passion and color, and this wondrously beautiful song is one of the 
best melodies he ever penned. It is also one of the best known and most popular. 


MY HERO (From ‘‘The Chocolate Soldier’”) (Song Roll with words) 
Oscar Straus 102245 1.25 


MY WILD IRISH ROSE (Song Roll with words) . Chauncey Olcott 102545 1.25 
“NAUGHTY MARIETTA” SELECTIONS: (1) Tramp, Tramp, Tramp; 


(2) I'm Falling in Love with Someone; (3) Opening Chorus; 
(4) Italian Street Song; (5) Finale . . . . Vuctor Herbert 66559 2.25 


Victor Hersert’s ‘‘Naughty Marietta,’’ composed to a clever and witty text by Rida Johnson 
Young, was staged by Oscar Hammerstein in 1910, with Emma Trentini, Orville Harrold and Harry 
Cooper in the leading parts. Its melodious and pretty music, its sparkle and gaiety have delighted 
countless thousands of persons in all parts of the country. 


NAZARETH (Song Roll with words) .  . . Charles Francois Gounod 103186 1.50 
‘“‘NORMA”’ FANTASIA poh ak ee Bellini-Leybach 70619 2.25 
OH, COME, ALL YE FAITHFUL (Adeste Fideles) (Hymn with words ) 1027650mle25> 


On, Comer, Att Yr Farraruy’”’ (Adeste Fideles), one of the most famous of Christmas hymns, is 
usually attributed in the hymn-books to John Reading, and called the Portuguese Hymn. But there 
is nothing Portuguese about this fine, sturdy tune, and it was not composed by John Reading. It is 
of English origin, probably about 1730, its real composer being unknown. Vincent Novello (1781- 
1861), who published it in a collection called ‘‘Home Music,”’ first ascribed it to Reading, and said 
that the name ‘‘Portuguese Hymn”’ had been given to it by the Duke of Leeds, who heard it first at 
the Portuguese Chapel, London, about 1785, and therefore supposed it to be of Portuguese origin. 
But it had been sung as a Christmas hymn throughout England for fifty years before that. 


OH, MISS HANNAH (Song Roll with words) ... Jessie L. Deppen 103045 1.25 
OH, SUSANNA (Song Roll with words) . . . . .. .  .  lOROUSaeie2> 


ONE SWEETLY SOLEMN THOUGHT (Song Roll with words ) 
Saint Ambrose 100985 1.25 


ON THE ROAD TO MANDALAY (Song Roll with words) . Oley Speaks 101865 1.25 
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“ORPHEUS IN THE UNDERWORLD”, Overture (Played by Genevieve 
Pitot and Robert Armbruster) . . . . Jacques Offenbach 69779 2.25 
(For annotation on this number, see page 340) 
““PAGLIACCI”’ SELECTIONS: (1) Prologue; (2) ‘‘Un tal gioco’; 3) Arioso 
(Lament); (4) The Play; (5) Harlequin Serenade; (6) Finale 
Ruggiero Leoncavallo 67689 2.25 


Lioncavatio’s most popular opera—indeed one of the most popular of all modern Italian operas. 
mi Pagliacci (The Clowns’’) was first performed at Milan on May 21, 1892, and was introduced 
in America in the spring of 1894, at once leaping into public favor by reason of its melodiousness, 
its vigor, snap and go, and the intensity of its swift-moving tragedy. Its most lyrical and most popu- 
lar numbers are included in the well-arranged group of selections here presented. 


PALE MOON (An Indian Love Song) (Song Roll) 
Frederic Knight Logan 101475 1.25 
“PRINCESS FLAVIA’’ SELECTIONS: Only One; What Do I Care; 
Marionettes ; : , : : . : . Sigmund Romberg 69609 2.25 


Princess Fravia’’ is a musical setting of Anthony Hope’s famous story, ‘The Prisoner of Zenda.”’ 
That thrilling and thoroughly artistic romance is outfitted with musical raiment that is rich and 
gorgeous, colorful and delightful. Romberg was inspired to do his best, and the score is happily 
melodious, harmonically brilliant and effective, and rhythmically zestful and vigorous. Mr. Arm- 
bruster has arranged and played with his wonted mastery a group of characteristic excerpts that give 
the flavor of the work and make a most attractive record-roll. 


QUARTET From ‘“‘Rigoletto”’ 


La oe Giuseppe Verdi 58328 2.00 
(Concert Paraphrase by Franz Liszt) 


| we marvelous piano playing of Liszt had conquered most of Europe before he visited Italy in 1837. 
But the Italians cared little for pianists, and for piano music not at all. In music the Italians craved 
only operatic pomp and vocal display. Yet Liszt succeeded in interesting them in his piano playing. 
When he played one of his own etudes, at one of his early recitals, a man in the pit called out that 
he had come to the theater to be entertained and not to hear a ‘‘studio.’’ Liszt thereupon began to 
improvise fantasias on Italian operatic melodies—and_ his Italian audiences were aroused to tumul- 
tuous enthusiasm. 

, These fantasias, first improvised for the Italians, found great favor in other lands also; and soon 
eager music publishers were following Liszt about, begging him to put them on paper and print 
them. He did put on paper in the course of many years, thirty-six of these operatic fantasies, and 
into the best of them he put much of his own genius. Among them this paraphrase of the great 
Quartet from ‘‘Rigoletto’’ is one of the best known and most admired. 


RADIO FAVORITES, No.1 . ; ‘ : : ; 5 ' : me OOOG 2.00 
MridieUpalittleCloser. . . «» «+. © Karl Hoschna 
BeereiminesWood 9. 9 2 3. le Jerome Kern 
When You ve Got the Ball and Chain Around Your Ankle V. Herbert 
Two Little Love Bees er eennnnies717c7 Keenharat 
Japanese Sandman Sere? sii) Richard Whiting 
(Arranged and Played by Robert Armbruster. ) 

Bezcomnine a new series of medley Duo-Art Rolls of prime favorites of a few years ago which 
have recently come into a new popularity through their inclusion in radio broadcasting programs, 
Mr. Armbruster has fashioned with his wonted skill a novel and delightful medley that is sure to 
make a great popular hit. Here is a group of five charmingly colorful and respectably sentimental 


pieces of the kind that Mr. Armbruster felicitously calls ‘‘the carpet slippers and dressing gown 
and easy-chair of modern music.” 


SerimeniilLL SELECTIONS: (1) The Streets of New York; Q) Because 
You’re You; (3) I Want You to Marry Me; (4) Moonbeams; (5) 

When You’re Pretty and the World Is Gay; (6) Whistle It : 

Victor Herbert 69349 2.25 


lies Rep Miiu,”’ one of the most delightful of the lamented Victor Herbert's many successful light 
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operas, was produced in New York in 1906, and was an outstanding success in the partnership career 
of David Montgomery and Fred A. Stone. It has enjoyed several successful revivals, for its music is 
imbued with Herbert's spontaneity of melodic invention, piquancy of rhythm, and variety of style. 
Mr. Armbruster has recorded a fine group of its best numbers. 


ROLLING DOWN TO RIO (Song Roll with words) . Edward German 103085 1.25 


Owz of the most attractive song rolls ever issued is Mr. Armbruster’s recorded performance of 
Edward German’s best-known and most popular song—a masterly song, filled with rollicking 
jollity, and captivating in its tunefulness and its rhythmic swing. This is a remarkably skilful 
setting of a characteristic little poem by Rudyard Kipling (from the “‘Just So Stories’) and the 
music admirably mirrors the humor of the verses. Here is the first stanza: 


I've never sailed the Amazon, 
I've never reached Brazil; 
But the ‘Don’ and “‘ Magdalena,” 
They can go there when they will! 
Yes, weekly from Southampton 
Great steamers, white and gold, . 
Go rolling down to Rio 
(Roll down—roll down to Rio!) 
And I'd like to roll to Rio 
Some day before I’m old! 


SERENADE (From ‘‘Millions de’Arlequin” . . .  . Réchard Drigo 68417 1.75 
SEREN] > Eye sae! Titl-Krimmling 65547 1.75 


SHEPHERD'S DANCE (From Three Dances for Shakespeare's ‘‘Henry VIII’ 
Edward German 66907 1.75 


SONG OF INDIA (From ‘‘Sadko’’) (Song Roll with words) 
Nicholas Rimsky-Korsakoff 103145 1.25 


Ruiasky-Korsaxorr's legendary opera, ‘‘Sadko,’’ produced at Moscow in 1897, deals with the 
exploits of a poor but adventurous minstrel, often referred to in folksongs as “The Nightingale 
of Novgorod.’’ Sadko, driven to desperation by poverty, wagers his head against the wealth of 
the merchants of Novgorod that he will catch golden fish in Lake Ilmen. He charms the Sea King 
and his daughter by his singing and playing on the gusli, catches the golden fish, and wins all the 
riches of the city. But he is generous in his triumph, and gives back to the merchants most of their 
possessions, retaining only a fleet of ships for his own use, with which he has numerous further 
adventures. The merchants include traders from many lands, and when the restitution is made they 
hold a festival of song at which each sings of his native country. Among them an East Indian 
merchant charms the audience with his ‘Song of India.’’ The opera has never been performed in 
America, but the rare beauty and appealing touch of wistful melancholy of this Oriental melody 
have made it a universal favorite. 


SONG OF LOVE (From ‘‘Blossom Time’’, with words) Sigmund Romberg 102365 1.25 
SONG OF THE CHIMES (Cradle Song), (Accompaniment Roll, Soprano 


i Dre ite SP Teo hf L.C. Worrell 11656 1.50 
SONG OF THE TURNKEY (From ‘‘Robin Hood’) (Accompaniment Roll) 

(Bassin GeMinot) ee nner een Reginald De Koven 12966-S 1.50 
SONGS MY MOTHER TAUGHT ME, Op. 55, No. 4. Song Roll with 

words) . «2. «+» .. +» + 4)... Antonin Doorak Gs 
' Dvyorax’s songs are typically nationalistic—full of the fire, the romance, the impetuous rhythms 


and unexpected harmonies of Czech music. This one is the most popular of his most famous group 
of ‘‘Three Gypsy Songs,’’ and it deserves its popularity, for it is a remarkably beautiful song. Its 
melody, while in simple strophic form, is broad and noble, in wistful vein, rising in its wide flight 
to a sustained and impressive climax. 

-{ 228 - 


INTERPRETERS LIST 
eS(0)* 


Rosert ARMBRUSTER—continued 


SPANISH AND CHINESE SERENADES (See below, ‘‘Suite of Serenades’’) 


SPANISH CAVALIER, THE (Song Roll with words) (Old Spanish Song) 101295 
SUITE OF SERENADES ; J ; : : ; : Victor Herbert 
Cuban and Oriental Serenades : ; ; f : : : ; 68148 
Spanish and Chinese Serenades. ; : . : ; ; : 67888 


V icror Hersert’s ‘Suite of Serenades’’ was his first essay in writing for the jazz orchestra and 
was composed as a token of personal friendship for Paul Whiteman and a mark of interest in his 
achievement. Concerning his novel experiment Mr. Herbert said: ‘‘Here I have had to remember 
that to the same player may be allotted three instruments, which he must have his chance to change. 
I might wish at a given moment the plaintive voice of the oboe, but just at that moment the gentle- 
man who should play the oboe is busy with the bass-clarinet! I have respected the rules of the game. 
I might say of this Suite, in the words of the Seventh Century Nun, that even if other people do not 
like it, it pleases me because it is | who did it.’’ The ‘‘Cuban Serenade,”’ though written in 2-4 time, 
introduces a peculiarity of syncopation which Mr. Herbert learned from a native of Cuba who was 
a violinist in his orchestra. The orchestral score enlists among its exotic elements that efficacious 
sound-producer, the Cuban gourd. The “‘Oriental Serenade’’ has certain characteristic and unmis- 
takable Oriental elements of harmony and rhythm, but the melodies of both were original with Mr. 
Herbert and are stamped with his happy individuality. 

While the ‘‘Spanish’’ and ‘‘Chinese’’ Serenades have, respectively, certain unmistakable and 
characteristic Spanish and Chinese elements of harmony and rhythm, their melodic material is 
Victor Herbert’s own, and quite as unmistakably partakes of his happy geniality. These Serenades 
are altogether charming, and Mr. Armbruster’s performance of them is captivating. 


SUNSET LAND—ALOHA (Hawaiian Reverie) . . Kawelo-Zamecnik 65097 
SWEET GENEVIEVE (Song Roll with words) year Henry Tucker 102635 
SWING LOW, SWEET CHARIOT (A-Flat) CH. T. Burleigh); DEOL’ ARK’S 


A-MOVERIN’ (D-Flat) (David W. Guion) (Accompaniment Roll) 12609-S 


SWING LOW, SWEET CHARIOT, AND STEAL AWAY (Song Roll with 


words) 101345 


SYLVIA (Song Roll with words) er ee Oley. Speaks 102665 


TEMPLE BELLS, and LESS THAN THE DUST (From “‘Indian Love Lyrics,” 


Senewords)) 9. "Sa a ke Amy Woodforde-Finden 102338 


THANK GOD FOR A GARDEN (Song Roll with words) Teresa del Riego 101685 
THOU RIT LIKE UNIO A FLOWER ; ’ Rubinstein-Rogers 69247 


Axron RusInsTEIN’s songs are among his best and most successful compositions, and perhaps the 
best known and best loved of those songs is the exquisitely beautiful setting of Heine’s famous little 
lyric, ‘Du bist wie eine blume,’’ a song conceived with poetic intuition and executed with sound 
musicianship, whose lovely melody is spontaneous, fresh and inevitable. James H. Rogers, a dis- 
tinguished American organist and composer, has made an artistic and delightful piano transcription 
of this beautiful song—a reverent treatment of it in which the adorable original melody is beauti- 
fully and appropriately harmonized and decorated in the piano idiom. 


THREE DANCES (From ‘“‘Nell Gwyn’) . . .  . Edward German 
MIatyanco es te we * 89757 
No. 2, Pastoral Dance. : : F ; 69786 
No. 3, Merrymakers’ Dance Ps Aes oer bbe h et Frit saw e 09958 


Slee: group is the composer’s own piano version of a suite of Three Dances from his incidental music 
to the play “‘Nell Gwyn,”’ produced in London in 1900. The “Country Dance’’ is a bright, lively and 
delightful bit of music, distinguished by the characteristic elements of the old English country 
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dances—a genuinely merry tune of tripping lightness and vivacious gaiety, pretty and appropriate 
harmony, and energetic rhythm punctuated by cleverly simulated drum-beats. 

‘Pastoral Dance’’ is another of those tuneful, pretty, quaintly colorful, and charming pieces in 
which Edward German succeeds so inimitably in recalling the ‘‘Merrie England”’ or an older time; 
while ‘‘Merrymakers’ Dance’’ is the most delightful of them all. The composer labels it merely 
‘‘Presto,’’ but the old-time musicians, whose style and spirit it recaptures with complete and amaz- 
ing dexterity, would have called it a “‘Gigue.”’ Its gleeful and fairly bubbling tunefulness, its bright 
and sparkling harmonies, its gaily spirited, dashing, energetic rhythm—utilized by a master hand 
in the rare art of giving to old-world quaintness a fresh, vivacious and captivating musical expres- 
sion—conjure for us a vivid picture of old English dancing fun and frolic in the days of the ‘‘Merry 
Monarch.”’ 


THREE FOR JACK (Song Roll.with words) . =; W. Hi. Squire 10225525 


TORCH DANCE (From Three Dances from Shakespeare’s ‘‘Henry VIII’’) 
Edward German 67487 1.75 


FEwarp German's Incidental Music to Shakespeare’s ‘King Henry VHI’’ was composed for Sir 
Henry Irving’s revival of that play in London in 1892, and speedily established his reputation as one 
of the foremost of contemporary British musicians. The ‘‘Three Dances,’’ in the antique mode and 
the quaint spirit of Tudor times, have retained their great popularity because of their inherent 
beauty. The ‘‘Torch Dance’’ is the most vigorous, spirited, and energetic of the three, and Robert 
Armbruster’s brilliant performance of this captivating piece is an unalloyed delight. 


“TRAVIATA” SELECTIONS: Ah! fors e lui; Sempre libera; Di Provenza; 
Brindisi;-Pura. siccomesun Angelo een mene Giuseppe Verdi 68619 2.25 


V ennr’s “Traviata,’’ first produced at Venice in 1853, has maintained its place throughout the 
musical world as one of the most popular of all Italian operas by reason of its beautiful and eloquent 
melodies. A selected group of those undying melodies arranged and played in masterly fashion by 
Robert Armbruster, makes an excellent new Duo-Art record that is sure of a hearty welcome 
anywhere. 


"TWAS A LOVER AND HIS LASS Chrome © cr eiliands Dales i@accom= 
paniment for Recitation). .-. . #. . Ethelbert Nevin” V26Gsqmme00 


“THE VAGABOND KING” SELECTIONS: (1) Song of the Vagabonds 
(Introduction); (2) Some Day; @) erage a Rose; (4) Song of the 
Vagabonds (Complete) . f : F : Rudolf Friml 69769 2.25 


Lavise, tuneful, picturesque, moving and poetic, ‘“The Vagabond King’’ is a superfine musical 
play. It is based on Justin Huntly McCarthy’s celebrated play ‘‘If I Were King,’’ with which E. H. 
Sothern won a noteworthy popular triumph several years ago, and deals with the fortunes and mis- 
fortunes of the medieval French poet Francois Villon—most attractive of history's rogues and most 
persuasive of its smooth-tongued scoundrels. The music, which admirably fits the plot and its 
incidents, is in Rudolf Friml’s best vein—liltingly melodious, richly colorful, rhythmically capti- 
vating, always delightful and often bold, vigorous and stirring. Mr. Armbruster has arranged and 
played in masterly fashion a delightful group of the best and most popular musical numbers from this 
fascinating operetta. 


VALE (Farewell) (Song Roll with words) . . . . Kennedy Russell 103055 1.25 
\ SHOE ye NOs ome One ane Felix Dreyschock 65648 2.00 
VALSE LEN TEssand PIZZICA TI ian the Ballet “‘Sylvia’’) Leo Delibes 69809 2.25 


Se or THE Nympu or Diana,”’ a grand mythological ballet in two acts, was produced at the 
Paris Opera on June 14, 1876, and achieved an instant and prodigious success, confirming the great 
superiority of Leo Delibes in dance music, a field in which he had already won some noteworthy tri- 
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umphs by reason of his wealth of fresh and sparkling melody and his sound musicianship. The 
brace of excerpts from this ballet here presented: the limpid, lilting, insouciant Slow Waltz, and 
the ‘‘Pizzicati’’ with its piquant effect of plucked strings, constitutes perhaps the most popular of 
all groupings of ballet music. In the theater and out of it these two pieces have received such a 
repetitious treatment as would make almost any other music hackneyed. Yet they remain today 
as fresh and sparkling and delightful as at their first hearing. Age cannot wither nor custom stale 
the beauty and charm of such gems of their kind. Mr. Armbruster has played this old favorite ballet 
music from the original piano score of Delibes, simply and without extraneous harmonic embellish- 
ment, and this fine Duo-Art Record conveys the true French Ballet atmosphere and charm. 


VENETIAN CARNIVAL (Carnaval Venitien), Piano Duet (Four Hands) 
Primo and Secundo Parts—Florinda; Columbine . J. Burgmein 69058 2.00 


Oz of the most charming and most popular of modern piano duets in lighter vein, the ‘‘Venetian 
Carnival,’’ was composed by Giulio Ricordi (1840-1912), famous Italian music publisher and dis- 
coverer of Puccini, who was a trained musician and wrote a deal of elegant salon music, which he 
gave to the world under the pen-name of “J. Burgmein."’ The two sections of it incorporated in this 
fine Duo-Art Roll are an unalloyed delight. Sprightly, melodious, rhythmically insistent, and capti- 
vating, ‘‘Florinda’’ and ‘‘Columbine”’ are excellent and nicely contrasting musical characterizations 
imbued with poetic fancy. Mr. Armbruster has played both the primo and secundo parts of these 
four-hand pieces with masterly art, and the two have been deftly combined in this superfine 
record-roll. 


WALTZ MEDLEY (Arranged and Played by Robert Armbruster) 68178 2.00 
My Beautiful Lady (From ‘‘The Pink Lady’’) . . [vam Caryll 
Semmpatiy (erom Pitefly ) 2 sw se Rudolf Friml 
Valse-Song, ‘‘Say not Love Is a Dream’. (From ‘‘The Count of 
Maeembours’).  . . -. . . . . .. Franz Lehar 

Wee MEDLEY (From “A Waltz-Dream’’) .  ... Oscar Straus  JO797 1.75 


Oscar Straus is a past master of the art of writing Viennese waltzes. His very successful operetta, 
“A Waltz Dream,”’ first performed in Vienna in 1907 (one year before the production of ‘The 
Chocolate Soldier,’’ by which he is best known in America), abounds in these brightly melodious, 
fresh, sparkling, graceful waltzes. Robert Armbruster has taken several of these and fashioned 
them deftly and beautifully into a captivating Waltz Medley. Everybody who enjoys waltz music 
at its best—and who does not?—will want this delightful record-roll. 


WHEN (Song Roll with words) . . . . . . Earl Benham 102295 1.25 


WILL YOU LOVE ME IN DECEMBER AS YOU DO IN MAY? Gong 
Beet wOtds) ve Ff 8 ee ee Ernest R. Ball 102935 1.25 


WILL YOU REMEMBER? (Sweetheart) (From ‘‘Maytime’’) (Song Roll 
| Ly Seite AS Sigmund Romberg 102785 1.25 


YEAR'S AT THE SPRING, THE, Op. 44, No. 1 (Song Accompaniment, 
Biezo-cop,in BFlat) .  .-. . . ‘Mrs. HH. A. Beach 10786-S_ 1.50 


YE PEOPLE, REND YOUR HEARTS (Recitative in F); and IF WITH ALL 
YOUR HEARTS (Aria in E-Flat) from ‘‘Elijah’’ (Accompaniment 
‘SOS ee oe Ae aes ees Felix Mendelssohn-Bartholdy 12528-S 2.00 


YOUR EYES HAVE TOLD ME SO (Song Roll with words) Walter Blaufuss 102815" 1:25 
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Guiomar Novaés 


UIOMAR NOVAES, acclaimed by three continents as a wonderful musician before 

she was twenty-one, and saluted by the late James Huneker as ‘‘the Paderewska of 

the Pampas,’’ was born at Sao Joao da Boa Vista, Brazil, in 1895. At the age of four 
she began to play by ear, and at seven began to study with Professor Chiafarelli at Sao 
Paulo, under whose guidance her progress was so rapid that in 1904 she was exhibited as a 
prodigy. She continued her studies for the next five years, but also played in public fre- 
quently, and in 1909 she was sent to Paris to perfect her art at the Conservatoire under the 
sterling virtuoso and pedagogue, Isidor Philipp. Entering the competition for a scholarship, 
she won first place, over 380 rivals representing nearly all the civilized nations of the world, 
with her performance of Chopin’s Ballade in A-Flat and Schumann's Carnaval. She was 
graduated in 1911 as winner of the first prize of the Conservatoire, and in the same year 
made a highly successful début in Paris. Until 1913 she toured France, Germany, England, 
Italy and Switzerland. Then she returned home and for the next two years appeared in the 
leading cities of Brazil. 

At her first appearance in the United States, New York, November 11, 1915, she made a 
deep impression not only by her transcendent technic but even more by reason of a maturity 
of conception far beyond her years. Her several later visits have shown a steady growth in 
musicianship and have greatly increased admiration for her talent. Her fresh, sparkling 
playing gives keen delight. 

Mme. Novaés records her interpretations only for the Duo-Art Piano. 


Duo-Art Records by Guiomar Novaés 


BER CEU SH Or.) jaan mee .  .  . Frederic Francois Chopin 6238-4 3.00 


Onxz of the most highly elaborated of all of Chopin’s works is the Berceuse, which was published 
in June, 1845, and dedicated to Mlle. Elise Gavard. Huneker calls it ‘‘the very sophistication of the 
art of musical ornamentation. It is built on a tonic and dominant bass—the triad of the tonic and the 
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chord of the dominant seventh. A rocking theme is set over this basso ostinato and the most enchant- 
ing effects are produced. The rhythm never alters in the bass, and against this background, the mono- 
tone of a dark, gray sky, the composer arranges an astonishing variety of fireworks, some florid, some 
subdued, but all delicate in tracery and design. Modulations from pigeon-egg blue to Nile green, 
most misty and subtle modulations, dissolve before one’s eyes, and for a moment the sky is peppered 
with tiny stars in doubles, each independently tinted. Within a small segment of the chromatic bow 
Chopin has imprisoned new, strangely dissonant colors. It is a miracle; and after the drawn-out 
chord of the dominant seventh and the rain of silvery fire ceases one realizes that the whole piece is a 
delicious illusion, but an ululation in the key of D-flat, the apotheosis of pyro-technical colorature."’ 

But Mme. Novaés plays this Cradle Song exactly as its composer intended it to be played; that 
is, as a cradle song—a lullaby, no less—delicately, daintily, deftly, with caressing touch, and lulling, 
soothing motion, refining it at the last to the softness of a dreamy whisper. She misses none of its 
flashing meteoric color, none of its scintillant beauty, while keeping the whole interpretation within 
the mystic realm of dream music. Her performance, indeed, is almost as much a ‘‘miracle’’ as the 
piece itself. 


CAPRICE (From ‘“‘Air de Ballet d’Alceste’’) . .  Gluck-Saint-Saéns 6216-4 3.00 


Ascx cannot wither the simple beauty and charm of this melody from Gluck’s opera of *‘Alceste’’ 
on which the great modern French composer, Saint-Saéns, has fashioned what he calls a “‘Caprice’’ 
with all of his consummate skill and art. The piece is really a set of brilliant variations, showing 
what could be done with Gluck’s lovely ‘‘Air’’ by utilizing the resources of the modern pianoforte, 
which of course were unknown in Gluck’s day. 


DANCE OF THE GNOMES (Gnomenreigen), Concert Etude, No. 2 
Franz Liszt 67930 2.50 


Gus and sparkling is this lively and lovely Dance of the Gnomes—a masterly depiction in beautiful 
tones of the very spirit of fun and frolic and mischief and capricious grace. It is one of the most cele- 
brated and most popular of Liszt’s original piano compositions, was written at Weimar in 1862, and 
was grouped with the ‘‘Waldesrauschen’’ (‘‘Murmuring Woods’’) for publication as ‘“T'wo Concert 
Studies.’” So flawless is this delightful example of Liszt’s unique art of blending in a piano piece 
brilliant technical display with highly characteristic and poetic tone painting that even that atch- 
classicist Hans von Bulow, who was never lavish with praise for Liszt, pronounced it “‘as perfect 
as any song without words by Mendelssohn,’’ and wished that ‘'the inspired master had written 
more pieces like it.”’ 


Bi@oeetEROIQUE, Op. 48,No.3°. . =; . Theodor Leschetizky 58488 2.00 


Lscnerrzxy’s Heroic Study is all that its name indicates. It might be termed, indeed, a study in 
piano heroics, such tremendous demands does it make upon the technical resources of player and 
instrument. Yet, aside from its great difficulties, it is a piece of scintillant beauty as well as noble 
grandeur, with martial melodies in great, crashing chords in the lower registers of the instrument, 
swelling and surging to an accompaniment of arpeggios and trills and runs of surprising brilliance 
and sweep. 


FPEG@eePOLLETS (Will-o’-the-Wisp). . . . =. Istdor Philipp 6849-4 3.00 


In recording for the Duo-Art her crisp, brilliant, and finely sympathetic performance of this dainty 
and charming bit of music, Mme. Novaés pays graceful tribute to her teacher, Isidor Philipp, under 
whose tutelage she remained for two years, at the Paris Conservatory. Isidor Philipp’s compositions 
for piano ate distinguished for breadth and refinement of style as well as for their skilful and idio- 
matic structure. In this scintillating and capricious bit of tone painting, with its very effective har- 
monies and its crisp rhythm, he has successfully mirrored the restless, darting spirit of the flickering 
swamp light poetically called ‘‘Will-o’-the-Wisp,’’ and has imbued the piece with captivating grace. 
Published as No. 3 of a group of ‘‘Pastels for Piano,” it is pastel-like in the charming delicacy and 
clarity of its tonal-tints. 


GAVOTTEINAMAJOR . ...... ..— «~~ Gch Brahms 6476-3. 2.75 


Compactep of haunting loveliness and inimitable grace is the melody of this old Gavotte by Gluck 
which Brahms has rehabilitated in a very simple and appropriate harmonic investiture, reverently 
and skilfully kept in the characteristically Gluckian mode. 
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GRANDE FANTAISIE TRIOMPHALE SUR L’HYMNE NATIONAL 
BRESILIEN, Op. 69 . ie ee Louis Moreau Gottschalk 6442-4 3.00 


Theva Triumphal Fantasia on the Brazilian National Hymn is one of the most ambitious and 
imposing of Gottschalk’s piano pieces, and for Brazilians, of course, has a strong nationalistic 
appeal. The Brazilian National Hymn, a broad and expressive melody of a martial type, suitable for 
incitement to bravery and vigorous action, lends itself very well to the robust harmonic investiture 
and the fanciful excursions in sonority with which Gottschalk has linked it in this reverberating 
chain of gorgeous sound. 


GULTARRE? ©Orn45 Noel ; . : : : . Moritz Moszkowskz 6173-3 2.75 


Moszkowsxt’s music is popular, in the best sense of the word, because it makes a direct appeal to 
the heart and emotions; everyone likes it—how could it be otherwise? Essentially a writer of piano- 
forte music, a specialist, he is always able to provide some new and charming effect. His style, indeed, 
is his own. It bears with it no reminder of anyone else. 

All of which is charmingly exemplified in this little piece, with its graceful air sung to a staccato 
accompaniment and its suggestion, so cleverly handled, of the Spanish instrument for which it is 
named. There is a suggestion of Spanish atmosphere about it, too—a bit of genuine color. 


LANDLER: @lirolese)= 755g) ame Giovanni Sgambati 60608 2.00 


Mame. Novass has here recorded a very deft and delicate performance of Sgambati’s novel and de- 
lightful little study in harmonics—this pretty and clever echo from the Tyrol, which admirably dis- 
plays its composer's rare knowledge of the resources of the pianoforte, his facility in producing 
desired effects with the simplest means, his command of harmonic combinations of the subtlest kind, 
and the exquisite finish given to even the least of his writings. 


LARGO ; . : : ; : : d ; .  Handel-Parsons 66070 2.50 
LAST HOPE (Religious Meditation), Op. 16 ; Louis Moreau Gottschalk 70680 2.50 


Oz of the earlier American composers, whose works became known throughout the civilized 
world, Louis Moreau Gottschalk (born in New Orleans, 1829; died in Rio de Janeiro, 1869), was 
also a great virtuoso pianist of individual type. Most of his compositions, long extremely popular, 
have now lapsed into almost total neglect. But the most popular of them all, the “‘Last Hope,”’ 
will not die as long as beautiful melody, richly though simply harmonized, appeals to the hearts 
of men. The lovely melody of this piece, at least, is known to everybody, for it has found its way 
into all the hymn books, having been utilized for several different sets of words. This “‘Religious 
Meditation,”’ as its composer called it, is said to have been written to soothe the sufferings of one of 
Gottschalk’s dearest friends, a Cuban lady, in her last illness. When next he approached her home, 
the church bells were tolling for her death. The inherent poetic charm of the music itself and the 
story of its composition have kept the piece a popular favorite for more than half a century. Here 
Mime. Novaes has played it skilfully, sympathetically and very beautifully, indeed, making its 
melody sing entrancingly. 


NACHTSTUCK (Nocturne) IN F MAJOR, Op. 23, No. 4 Robert Schumann 6488-3 2.75 


Scrumann’s Opus 23 comprises four nocturnes (or ‘“Nightpieces,’’ as he called them), of which 
this is the last. 

Of tonal poetry all compact is this beautiful piece in which, after the briefest introduction, a 
sort of recitative of only two bats, one of the sweetest, most heavenly melodies Schumann ever con- 
ceived is beautifully and simply sung over gently swaying arpeggios. Several times entrancing melody 
is heard, first in the bass register, then in the more brilliant treble; and then for contrast there follows 
amore dramatic section, which, though short, is highly effective. The lovely first theme returns 
and the piece ends in a fine coda of almost chorale-like mood and structure. 


NOCTURNE IN F-SHARP, Op. 15, No. 2. . _. Frederic Francois Chopin 6408-3 2.75 


NOCTURNE IN B-FLAT, Op. 16, No. 4 arly Ignace J]. Paderewski 6341-3 2.75 
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NOCTURNE IN G MAJOR, Op. 75, No.8 .  . Anton Gregor Rubinstein 6970-3 2.75 


ec 
HReernenernin’ s genius,” said his friend and biographer, Alexander McArthur, ‘‘was essentially 
lyrical and subjective. With him, it was song first and song last and song always. He had a wonderful 
gift of beautiful and unfailing melody, but he never knew when he became tedious, and he was 
totally incapable of self-criticism. He never went over his work; in fact, he was altogether wanting 
in the necessary patience for this. What he had written remained as first written.”’ 

This explains why most of his compositions have fallen into neglect. Yet among his piano pieces 
there are several gems that the world can ill afford to lose. One of these gems is this beautiful, fresh 
and charming Nocturne—and Guiomar Novaés has done a fine thing to revive it in the exquisitely 
finished and poetically beautiful interpretation here flawlessly reproduced. Its adorable melody, of 
romantic contour, is displayed against a harmonic background of singular appropriateness, and an 
element of effective contrast is afforded by a lyric intermezzo of charming gracefulness. 


PRELUDE IN D-FLAT, Op. 28, No. 15 C‘Raindrop’’) 
Frederic Francois Chopin 65740 2.50 


Axmosr a nocturne, and quite as familiar and as popular as some of the best known of Chopin’s 
Nocturnes, this “‘Raindrop Prelude”’ is a thing of beauty that age cannot wither nor custom stale. 
“The foundation of the picture,’ says Jean Kleczynski, “‘is the drops of rain falling at regular 
intervals, which by their continual patter bring the mind to a state of sadness; a melody full of tears 
is heard through the rush of the rain; then passing to the key of C-sharp minor, it rises from the 
depths of the bass to a prodigious crescendo, indicative of the terror which nature in its deathly 
aspect excites in the heart of man. Here again the form does not allow the ideas to become too 
sombre; notwithstanding the melancholy which seizes you, a feeling of tranquil grandeur re- 
vives you. 


SONATA IN E-FLAT, Op. 81a, (''Farewell; Absence; and Return’’) 
Ludwig van Beethoven 


First Movement; Adagio Cintroduction) and Allegro . . . 69080 2.50 
Second Movement: Andante espressivo; Third Movement: Viva- 
eecnC OO Cee C9N9-3 2.75 


dba development of Beethoven's music parallels the course of his life. His piano sonatas alone are 
nearly a complete record of the various phases through which his character passed from young man- 
hood almost to the time of his death. These sonatas compose, as it were, a great book—a soul biog- 
raphy—in many chapters; at times so intimate that they might be regarded as pages from a diary. 
Beethoven confided himself to his piano. 

The fact is conspicuously exemplified in this very beautiful and always popular Sonata in E-flat, 
to the three movements of which Beethoven himself gave the titles ‘‘Farewell,’’ ‘“Absence,’’ and 
“Return.”’ It was dictated by the composet’s friendship with his unique pupil, the Archduke 
Rudolph of Austria. 

The eminent French composer, Vincent d’Indy, in his appreciative critical study of Beethoven, 
well calls this Sonata a veritable poem for the piano, and adds: 

‘The Sonata of J’ Adieu (not at all ‘les Adieux,’ as people persist in calling it), with its Lebewohl 
penetrating through all until the parting; the sorrowful plaint of /’ Absence and the tender caresses of 
le Retour, are most aptly designed to evoke a picture of two lovers, separated, to be reunited in pure 
and fond embrace. However, the work had a wholly different origin. Archduke Rudolph, while 
fleeing in 1809 before the French invasion, himself suggested to his Master the sketch for this com- 
position, and from this Beethoven constructed a masterwork which surpasses by far the proposed 
theme, the ‘separation of two friends,’ since it became not merely ‘an occasional piece such as any 
man of talent might write’ (as the clairvoyant critic of the German Musical Gazette expressed it in 
1812), but the musical type of every farewell, of every absence, of every return. O imaginative might 
of genius, which, to create the New, needed not to repudiate the old forms!”’ 

Well may the French composer exclaim in admiration and awe, for this sonata is the very apo- 
theosis of the three-movement sonata form, and finely exemplifies Beethoven's amplification of that 
form to create living dramas. 


SPRING SONG, Ob. 62, No. 6 (‘‘Song without Words,’’ No. 30) 
Felix Mendelssohn-Bartholdy 6417-3 2.75 
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TANGO . s Isaac Albeniz 69890 2.50 


(Transcription by Leopold Godowsky ) 


Iw the musical dictionaries the Tango is defined as a debased form of the Habanera, albeit with an 
elegant and attractive rhythm of its own. This definition fits the Mexican Tango, in which the 
dancing of negroes was imitated, but not the South American Tango. In its original form the South 
American Tango—and the Brazilian type of it in particular—is much slower in tempo and partakes 
of the nature of a funeral dirge. In such manner Mme. Novaés has interpreted this Tango by the 
eminent Spanish composer Isaac Albeniz, in the fine and expertly pianistic concert arrangement by 
Leopold Godowsky. This Godowsky version is extremely difficult to play, but here Mme. Novaés has 
played it as if it were the easiest of music, has brought out all of its subtle, exotic, and compelling 
charm, and has made the record-roll an embodiment of her refined and exquisite art. 

The piece itself is a peculiarly intriguing bit of music—novel music of compelling interest and 
elusive charm. Its melody is as beautiful as it is new and unexpected, and Spanish. Its harmonic colors 
are bright and rich and exotic, of Spanish intensity. Its rhythm is dainty, delicate, suave, but insis- 
tent—and, of course, typically Spanish. It abounds in charming cadences, subtle tints, and Spanish 
atmosphere. 


TANGORBR] ZI R © se ae Alexander Levy 6224-4 3.00 


TWO ETUDES, Op. 25, No. 9 (‘‘Butterfly’’) and Op. 10, No. 5 C ‘Black 
Key’’) <4 A ae ee Frederic Francois Chopin 6453-4 3.00 


WAY a ceesestraig: nimble, graceful, gay, and effective is the ‘‘Butterfly’’ Etude. It floats and darts 
and flashes rainbow colors like a gorgeously beautiful, evanescent butterfly, disporting in the sun- _ 
shine. It is one of the most poetical as well as most popular of short pieces in the whole range of 
pianoforte music, and like the perfect lyric in the realm of verbal poetry it bespeaks its author's 
possession of a concentrated and finely chosen vision. 

The almost equally familiar ‘‘Black Key’’ Etude, so called because throughout the piece the 
right hand plays only black keys, is here appropriately grouped with the ‘‘Butterfly.”’ This is 
another little pianoforte lyric that is highly characteristic of this particular phase of Chopin's 
genius. It is indeed, as Theodor Kullak declared, ‘‘full of Polish elegance.’’ Huneker wrote of this 
Study: ‘‘It is certainly graceful, delicately witty, a trifle naughty, arch and roguish, and it is delight- 
fully invented. Technically, it requires smooth, velvet-tipped fingers and a supple wrist.”’ 


VALSE LENTE Pg H. Oswald 6259-4 3.00 
VALSE No.1 .° 3. 2 Ow 8 Ernest, Moret Gr 
WITCHES’ DANCE (Hexentanz), Op. 17, No.2 . Edward MacDowell 68690 2.50 


Ovyz of the most popular of MacDowell’s many charming piano pieces is here recorded with capti- 
vating art by Mme. Novaés, who has set forth delightfully the poetry, the sparkling beauty, the 
tricksy witchery of the romantic vision which the composer meant his music to suggest. 
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Myra Hess 


YRA HESS, young and beautiful § 

English pianist, for several years Bp 

has been a favorite with lovers 
of the highest type of piano playing in § 
England and on the Continent, and in four 
brief visits to America has made a distin- 
guished impression of excellence. 
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The youngest of four children in a 
musical family, Miss Hess was born in 
Hampstead, a residential suburb of London. 
She showed remarkable musical talent 
and aptitude as a very young child and 
began her piano studies when she was five 
years old. Two years later she passed suc- 
cessfully the first Trinity College exami- 
nation in music, and thereafter until her 
twelfth birthday, she was a pupil at the 
Guildhall School of Music, London. Then 
she entered the Royal Academy of Musicand 
became a pupil of Tobias Matthay. While there she won the gold medal in piano, and later 
the diplomas of Associate and Fellow of the Royal Academy. She made her professional 
début at Acolian Hall, London, on January 25, 1908, since which time she has been playing 
with continuous and increasing success. Miss Hess has a large repertory and is equally at 
home in the old classic and in modern music. Her playing is signalized by musical intelli- 
gence of the first order, a finely ripening art in interpretation, and above all a rare charm of 
distinction and individuality. The critics are agreed that her interpretations are imbued with 
exquisite clarity, smoothness and grace, with eloquence and poetic fervor, with a sturdy, 
forth-right musicianship, and always with the magic of a subtle, individualistic charm. 
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Myra Hess records her playing exclusively for the Duo-Art Piano. 


Duo-Art Records by Myra Hess 


THE ENGULFED CATHEDRAL (La Cathedrale Engloutie) 
Claude Achille Debussy 69270 2.50 


1 mystical, dreamy, weird, fascinating piece is a subtle and thrilling evocation in tonal poesy 
of the essence of an old Armorican legend of the ancient city of Ys, on the coast of Brittany, which in 
the olden time of long ago was engulfed by the sea; but which, according to the faithful reports of 

- the awe-struck Breton fishermen who have chanced to hear the uncanny sound, still ever and anon 
in the quiet and calm of some early dawn makes known the site of its watery grave by the chiming of 
its cathedral bells. Here was a subject peculiarly fitted to Debussy’s unique fancy, and he made the 
most of it. 

Published in 1910, as the tenth of the twelve pieces making up his ‘‘First Book of Preludes for 
Piano,”’ it was composed when he was in the prime of his powers, and it represents the art of this 
arch-impressionist in music in its most finely polished and most concentrated aspect. It is the chiming 
of cathedral bells in a dream. It conjures up a vision of a quaint and picturesque little city of im- 
memorial age whose one possession of dominating beauty was that stately cathedral, now, alas, sub- 
merged beneath the restless and capricious sea. And that vision is filled and permeated with an 
ineffable light that never was on land or sea. Yet, despite the fluidity, the vagueness, the cloudlike 
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evanescent, impalpable substance of this tonal vision—despite its inexplicable mystery and its 
haunting strangeness—there is a sort of epigrammatic clearness in this music. Its phrases are concise, 
but never commonplace. There is an unfailing sense of light and proportion, of grace and subtlety. 
And it is all a wonder and a great delight. 


INTERMEZZO IN C, Op. 119, No. 3 ; ' ’ Johannes Brahms 69119 2.25 


Bae the master of ponderous learning, the architect of massive tonal structures, the utterer, 
at times, of cryptic tones, the maker of ‘‘absolute’’ music—who combined robustness with tender- 
ness, sweetness, and purity—is in his gayest, blithest, merriest mood in this joyful and enchanting 
‘Intermezzo.’’ The theme is in the middle voice, and the elasticity, sweetness and freedom through- 
out are simply delightful. It is filled with undefiled happiness from beginning to end. Although this 
is one of the last group of four pieces which he wrote for the piano, and published in 1893, four years 
before he died, it shows no falling off in inspiration or workmanship. It is a flawless gem, the idea 
and its expression being perfectly matched. J. A. Fuller Maitland, the English biographer of 
Brahms, likens it to a beautiful fountain. He says: 

“The dainty Intermezzo in C, with its undercurrent of melody and the continual play of its 
reiterated notes above, is like some skilfully contrived fountain; just before the resumption of the 
theme, and again at the end, there is a little gust of wind that suggests the wisdom of stepping back- 
wards so as not to be wetted by the spray.”’ 


PIERROT’S AND PIERRETTE’S STORY (Piano Duet): Pierrot’s Serenade; 
Love Duet; Marriage Ball; Wedding March . J. Burgmein 7069-4 3.00 
(Played by Myra Hess and Harold Bauer.) 
(For annotation on this number, see page 137) 


RHAPSODY IN E-FLAT, Ope. 119, No. 4 : ; . Johannes Brahms 67050 2.50 


hee titles bestowed upon their works by musical composers are sometimes curiously irrelevant. 
Whereas Liszt’s Rhapsodies could never be mistaken for anything but rhapsodies, the three so-called 
‘‘Rhapsodies’’ of Brahms are not rhapsodies at all—in the conventional sense. They are ballads, and it 
is obvious that each was inspired by a program of some sort. But Brahms disliked intensely program 
music (by other men) and perhaps his unwillingness to admit that he, too, had written program 
music, explains his puzzling use of titles for many of his piano pieces. 

The eminent American pianist John Powell declares that the first time he played this superb 
“Rhapsody in E-flat’’ he knew instinctively that it is a musical embodiment of the story of St. 
George and the Dragon; and furthermore that when this was told to Max Kalbeck, noted Vienna 
critic and the official biographer of Brahms, he said: “‘It is true. But how could Powell know? I am 
the only person that Brahms ever told.”’ 

This was the last work that Brahms composed for the piano, and it was published in 1893, four 
years before his death. J. A. Fuller-Maitland, Brahms’s English champion, says of it: “‘It marches 
along with a great swing at first, and the introduction of a triplet figure does not impede its progress 
or alter its step; a charming melody, that could not be imagined on any other instrument than the 
piano, serves as ‘trio,’ and the march reaches a noble climax afterwards, with final passages of great 
difficulty such as appeal to the ordinary virtuoso.”’ 

Miss Hess’s interpretation, here recorded, is superb in breadth, sweep, vigor, variety and con- 
trast. Whether she knows its basic story or not, she makes this ‘‘Rhapsody’’ a magnificent proclama- 
tion of a hero’s victory over tyrannous wrong. 


SONATA IN G MAJOR (Sonatas for Piano, Vol. 1, No. 14; Revised by 
Paul Dukas) . : ; { ; Domenico Scarlatti 70599 2.25 


las prototype of all later virtuosos, Domenico Scarlatti (born in Naples, 1683; died 1757) was 
the greatest harpsichord player of his time, and he wrote music for his instrument, not music that 
might be, if necessary, played on it. He was a man of originality, daring, and inventiveness—a 
musical pioneer. His Sonatas are ‘‘sound-pieces’’ (as the term originally meant), and are the more 
effective because he broke away from the old contrapuntal traditions. His speech is pungent, decisive. 
The short themes are like rapier thrusts. They are repeated with singular insistence. He loves to 
surprise in rhythm. He is almost never sentimental. His ideas come thick and fast; they run at 
lightning speed; yet they do not jostle one another, for the expression is pellucid. The idea is never 
lost in development. He abounds in wit and humor. He called his Sonatas ‘‘only a frolic in art, 
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Myra Huss—continued 


intended to increase thy confidence in the clavier.’’ Yet, because, above all, his music is imbued 
with the flavor of personality it is perennially fresh, sparkling, graceful, charming. Its wit and 
humor are of universal appeal. Myra Hess plays this old-time music with exceptional skill and 
understanding, and she has made this Sonata sound very charming indeed, setting forth expertly 
all its quaint humor and grace and animation. 


TOGGALA INA. : 2 ? : ! : Pietro Domenico Paradies 66589 2.25 


Ibs the minds of the old Italian composers there was a subtle distinction (hardly to be made today) 
between the sound-piece (‘‘Sonata,”’ derived from the Italian verb sounare, ‘‘to sound’’) and the touch- 
piece C‘Toccata,’’ similarly formed from another verb, toccare, ‘to touch’’). So a Toccata is a touch- 
piece, or a musical composition intended to exhibit the touch and execution of the performer. This 
Toccata is quaint and old-fashioned, to be sure, but it has a piquant grace and sprightliness and 
charm which Miss Hess by her deft touch and refinement of tone and feeling has revivified and made 
wholly delightful. 


CT evesa Carreno 


NE of the most eminent of female 

pianists, Teresa Carrefio was char- 

acterized as having a man’s head, 
man’s fingers, and a woman's heart. She 
was a native of Caracas, Venezuela (born 
December 22, 1853), where she received 
her earliest musical instruction from her 
father, a Minister of Finance. When a 
small child she came to New York to 
study with Louis Gottschalk, and made 
her public début at the age of nine at a 
‘concert in the old Academy of Music. 
After a tour through the United States she 
abandoned the piano for a time to adopt 
the profession of the stage. Not only did 
she sing in opera successfully for several 
years, but it is recorded also that while j% i fA IE. 
touring in Venezuela with an opera com- (ise sEMIIIIIIMIIINMNe 
p any, Mm e. CG arr ef o con du cte d th e p er- Oak LEAMA HANNNOMOOHHHOHOOOOHONAAARABAVAADAD 
formances for three weeks during a quarrel between the official conductorand the singers. Going 
to Europe she studied the piano with Mathias in Paris and later became a pupil of Rubinstein. 
In 1889 she reappeared as a pianist and from that year her fame developed until it became 
world-wide. Mme. Carrefio died on June 12, 1917, in New York, after a brief illness. 
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Duo-Art Records by Teresa Carreno 


ETUDE DE CONCERT, F-SHARP MINOR, Op. 36 . Edward MacDowell 5615-3 2.75 
HARMONIOUS BLACKSMITH, THE (Air and Variations) 

, George Frederick Handel 6020-4 3.00 
HEXENTANZ (CWitches’ Dance), Op.17, No.2. . Edward MacDowell 56090 2.50 
RPA OM ee Teresa Carreno 57078 2.00 


IN oep after her mother, was a daughter of this famous virtuoso, Teresa Carrefio, and here the 
mother has glorified the daughter Teresita in a charming waltz. 
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Yolanda Mero 


OLANDA MERO was born in 
\ Budapest, Hungary, on August 30, 
1887. She began her piano lessons 
with her father when she was only five 
years old, and at the end of the first year 
had shown such astonishing abilities that 
she was admitted to the Budapest Conservy- 
atory, although she was several years 
under the age required for admission. At 
the Conservatory she studied under Aug- 
uste Rennebaum (who had been a pupil of 
Liszt) and twice won the state prize. She 
made her début in February, 1903, with 
the Dresden Philharmonic Society, and 
thereafter until 1909 toured Europe with 
steadily growing success. In 1908 she was 
appointed Professor of Pianoforte at the fasy CC 
National Conservatory in Budapest. She § one TTT reel 
came to Am eri ca in th e autumn of 1909, asa QHDAARADONODAODORARONEARARGAQRAaa00R8 KS Sas 
making her first appearance here on November 3d of that year with the Russian Symphony 
Orchestra in New York. Since that time she has made many concert tours of the United States, 
everywhere arousing great enthusiasm. 


Mme. Méro records her playing exclusively for the Duo-Art Piano. 


Duo-Art Records by Yolanda Mero 
GROTESQUE MARCH, Op. 32, No.1 . . . . Christian Sinding 66950 2.50 


ie Grotesque March, like much of Sinding’s piano music, is noteworthy for freedom and spon- 
taneity of invention, a certain vigorous, open-air quality, and the effectiveness with which it is 
composed for the instrument. It is a musical oddity, vigorous, lively and intensely interesting, and 
it has long enjoyed great popularity. Mme. Mérd’s performance of it is captivating in its verve 
and sparkle. 


PASTORALE (Hungarian Christmas Song) ee Ernst von Dohnanyi 69820 2.50 


Tie ‘Pastorale,’’ while based on an old Hungarian Christmas carol, is yet a thoroughly original 
and highly individualistic composition—and a captivating bit of music. The lovely, tripping 
melody, of quaint and simple beauty, is first set to an accompaniment of bell tones that at once sug- 
gests the spirit of Christmas-tide. Then this carol theme is led through a varied harmonic develop- 
ment, in the course of which a secondary theme provides a telling contrast, and the whole is treated 
with musicianly skill and impressive sincerity in the evocation of tonal beauty and charm. 


TRAUMEREI (Revery), Op.9, No.4 . . °. . . Richard Strauss 66278 2.00 


Ricussn Strauss’s eatly piano pieces are not so well known as they deserve to be. For not only did 
they give promise of the greater works which he has produced in abundance since these youthful 
compositions were written, but they constituted a fresh and individualistic expression of tonal 
beauty. This Revery, for instance, is an exquisite little gem in which a poet’s dreaming is set forth 
in terms of universal human appeal. Its every measure is marked by a peculiar charm of wistfulness 
that stamps itself indelibly upon the memory of every attentive listener. 
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Wanda Landowska 


ELEBRATED throughout Europe 

and America as the greatest harpsi- 

chord-player of her time, Wanda 
Landowska is a remarkable artist on the 
piano also, and is equally famous as a 
scholarly specialist in the music of the 
early classical period. She was born in 
Warsaw, Poland, in 1877. At the Warsaw 
Conservatory she studied piano with 
Michalowski, and later in Berlin with 
Moszkowski, where she also studied com- 
position with Heinrich Urban. From 1900 
to 1913 she lived in Paris and taught piano 
at the Schola Cantorum. There she became 
interested in music written for the harpst- 
chord, and made herself a virtuoso upon 
that instrument, from 1906 touring Europe 
with a great success as pianist and harpsi- 
chord-player. In 1913 she took direction of 
a newly established harpsichord class at the Berlin Royal High School for Music. She has 
made several highly successful concert tours in the United States, the first one in the season of 
1923-24. Besides having composed songs, piano pieces, and orchestral works, she is the 
author of several books on musical subjects. 
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Mme. Landowska records her interpretations for the Duo-Art Piano exclusively. 


Duo-Art Records by Wanda Landowska 


SONATA INDMAJOR, No. 15. . .  . Wolfgang Amadeus Mozart 
First Movement: Allegro ee emt sy 67560 2.50 
SemrenMiovementsAdatiow)).  . = °: =. «+ - + 67760. 2.50 
Third Movement: Allegretto Rr Oe eee sg hw 0.67850) :2.50 


Mozarr composed seventeen sonatas for piano solo. He was the most spontaneous musical genius 
who ever lived, and these sonatas are marked by a rare melodiousness—seem to spin themselves as 
the music moves along—their movements seem to flow, rather than grow. 

The opening Allegro of this Sonata in D Major has all the charm of his quaint, simple, old-world 
flavor and is thoroughly typical of his genius. It is, moreover, a fine example of Mozart's mastery 
of the sonata-form—that is, the type of harmonic design toward which the development of instru- 
mental music had been steadily moving for half a century before Mozart was born. In this type of 
movement, as described by Sir Charles Hubert H. Parry, ‘‘the aim of composers was first to establish 
a point of departure; and when that had been sufficiently insisted upon, to set out from it and find 
an orderly series of contrasts of as many and various kinds as the art allowed; and to dispose them in 
such a way as to make each step lead onwards, till a circuit was completed by returning to and 
reéstablishing the original starting point.’’ 

The lovely Adagio that forms the second movement is typical of Mozart's piano music at its 
best—his ‘‘grace, liberty, certainty, freedom, and precision of style,—an exquisite and aristocratic 
beauty—serenity of soul,—the health and talent of the master, both on a level with his genius.”’ 
Here again is exemplified the fact that ‘in the choice and arrangement of his melodies Mozart invari- 
ably displays delicate taste and discrimination. He is particularly happy in surprising his hearers 
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Get 


VALSES VIENNOISSES 


with a new melody when they least expect it—at the close of a first theme, for instance, which gen- 
erally brings with it a certain sense of satisfied completeness.”’ 

In the final Allegretto, Mozart attained that acme of elegance and taste which has never been 
surpassed by any other composer of sonatas. This movement, too, contains some of his most original 
and most captivating melodies, and some of his happiest harmonic effects. His saying, ‘‘Melody is 
the essence of music,’’ and his general inclination to favor the beautiful at the expense of the charac- 
teristic; to revel, as it were, in sheer beauty of sound rather than its power of interpreting or depict- 
ing in itself the various human emotions, are finely exemplified in this Allegretto. It is a thing of 
exquisite and undying beauty. 

Exquisite grace, delicacy and artistic finish characterize Mme. Landowska’s performance of 
this beautiful Sonata. In it she seems, indeed, to have met Mozart’s own technical requirement when 
he declared that ‘Above all things a player should possess a quiet, steady hand, the natural light- 
ness, smoothness and gliding rapidity of which is so developed that the passages flow like oil.”’ » 


Renownep as the creator of the modern Viennese waltz, Joseph Lanner (1801-1843) wielded great 
influence in the gay Austrian capital of his time. He was a self-taught violinist and composer; became 
the leader of a quartet in which Johann Strauss played the viola; later alternated with Strauss in 
conducting the Court ball-music; and composed no less than 106 waltzes, many of which became 
enormously popular. Mme. Landowska insists on giving him credit as co-author of the little group — 
of captivating Viennese Waltzes which she has here recorded most adroitly and artistically. 

As a matter of fact, these waltzes are almost wholly of Mme. Landowska’s own fashioning. To 
be sure, they are cast in the mold invented by Lanner, but beyond that fact she is indebted to him 
only,for a small part of the melodic material she has used. They are finely representative of the Vien- 
nese waltz at its best—charmingly melodious, suavely graceful, richly and effectively harmonized, 
rhythmically enticing, and abundantly spiced with variety. They are very beautifully as well as" 
skilfully written, and Joseph Lanner himself, were he in the land of the living, might well be proud 
to have composed them. 


Lrene Scharrer 


RENE SCHARRER, English pianist, 
has won high praise from the critics of 
Europe and America alike for the 


Lanner-Landowska 6828-3 2.75 


grace, power and variety of her pianism 
and the keen, sparkling intelligence and 
poetic beauty of her interpretations. She 
had achieved noteworthy successes in both 
recital and orchestral appearances in Eng- 
land and on the European Continent, before 
paying her first visit to the United States 
in the season of 1925-6. Here she won a 
series of triumphs with her all-Chopin 
programs, for she has specialized to good 
purpose in the music of Chopin. Miss 
Scharrer began her musical training when 
five years old, under the direction of her 
mother who was herself an able pianist 
and a pupil of Tobias Matthay. The daugh- 
ter made her début as a concert pianist in 
London, when twelve years old. She, in 


Wey 


turn, continued her studies with Professor Matthay at his famous piano school in London. 
Miss Scharrer records her playing exclusively for the Duo-Art Piano. 
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Duo-Art Records by Irene Scharrer 


ETUDE IN G-SHARP MINOR, Op. 25, No. 6 . Frederic Frangots Chopin 67628 2.00 


[+ was Louis Ehlert who wrote of this celebrated Study in G-sharp minor: ‘Chopin not only versi- 
fies an exercise in thirds; he transforms it into such a work of art that in studying it one could sooner 
fancy himself on Parnassus than at a lesson. He deprives every passage of all mechanical appearance 
by promoting it to become the embodiment of a beautiful thought, which in turn finds graceful 
expression in its motion.’’ And Huneker declared of it: ‘‘In the piano literature no more remarkable 
merging of matter and manner exists. The means justifies the end, and the means employed by the 
composer are beautiful, there is no other word to describe the style and architectonics of this noble 
study. It is seldom played in public because of its difficulty. With the Schumann Toccata, the G-sharp 
minor Study stands at the portals of the delectable land of Double Notes. In reading through the 
double note studies for the instrument it is in the nature of a miracle to come upon Chopin's trans- 
figuration of such a barren subject. This study is first music, then a technical problem.”’ 
Miss Scharrer has recorded a brilliant performance of this superb masterpiece. 


ETUDE IN A MINOR, Op. 25, No. 11 (‘Winter Wind”’) 
Frederic Francois Chopin 66529 2.25 


fee “Winter Wind’’ Etude is a bravura study of the highest order. Hans von Biilow called it 
“in every respect the grandest of Chopin’s Studies."’ In this fine Duo-Art Roll, Irene Scharrer dem- 
onstrates that she has the requisites of a pianist of brains as well as artistic fingers. She has recorded 
a beautiful and spirited performance that is rich .n contrasts and telling dynamic effects. It is a 
real interpretation of this superb Study, in which a zigzagging figure transforms itself into a 
mighty rushing wind. 


INTERMEZZO, Op. 26, No. 4 (From ‘Viennese Carnival Pranks’’) 
Robert Schumann 70499 2.25 


Semeainn’s Opus 26, the ‘‘Faschingsschwank avis Wien,’’ was composed in 1839, and published 
in 1841. He characterized it in the printed score as ‘‘Fantastic Pictures for the Piano.”’ In a letter 
written while he was engaegd in its composition he first referred to the whole work as ‘‘a great 
romantic sonata.’’ The group consists of five short pieces, independent of each other, of which 
three are among the brightest and most attractive creations of their author. The point of the joke 
—the only ‘‘prank’’ in the whole set—is the introduction in the first piece of the melody of the 
‘‘Marseillaise,’’ which at that time was strictly forbidden in Vienna. The ‘‘Intermezzo,’’ placed 
fourth in the group, was the only one first published separately, having been issued in 1839 as a 
musical supplement to the paper Schumann was editing. This ‘Intermezzo’ is fine and spirited music; 
is, indeed, one of the most splendidly virile of Schumann’s piano pieces—a superb evocation of 
tonal beauty that is sufficient unto itself and that speaks for itself. . 


MINUET IN G MAJOR (From Suite No.1). . .  . Henry Purcell 67300 2.50 


Arocetner lovely is this exquisitely graceful Minuet, here charmingly played by the young 
English pianist, Irene Scharrer. Its quaintly, archaic theme and the graces and ornaments and fur- 
belows that cannot hide its simple directness and beauty bring to mind the lines from Henley’s 
“Ballade of Antique Dances:”’ 

The solemn fiddlers touch their kits; 


The tinkling clavichord o erflows 
With contrapuntal quirks and hits; 
And, with all measure and repose, 
Through figures grave as royal shows, 
With noble airs and pirouettes, 

They move, to rhythms Handel knows, 
In Gigues, Gavottes, and Minuets. 
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Ethel Leginska 


\Dees LEGINSKA is an English 


pianist and a pupil of Leschetizky. 

She made her American début in 
January, 1913, at Aeolian Hall, New York 
and since that date has played with great 
success in many American cities—as she 
had done, before crossing the Atlantic, in 
London, Paris, Berlin, Vienna, St. Peters- 
burg and throughout Europe. Critics agree 
that she is a remarkably sound, intelligent 
and finished pianist; possessed of a technic 
of great brilliancy and facility, an unusual 
strength and endurance, and a refined and 
poetical taste—in short, a player of rare 
power combined with artistic reticence. 


Wanna 


Mme. Leginska records her interpre- 
tations exclusively for the Duo-Art Piano. 


Duo-Art Records by Ethel Leginska 
ARABESQUE EN FORME D’ETUDE, Op. 45, No.1 . Theodor Leschetizky 6388-4 3.00 


Tiseovor Luscugtizxy (1830-1915), the greatest piano teacher of his time, was also a composer of 
no mean abilities in salon pieces of the best type, as this joyous and gem-like Arabesque abundantly 
proves. It is a delicate and dainty bit of tonal decoration, which, although labeled ‘‘in the form of 
a study,”” has for the hearer no features either pedagogic or formalistic to detract from the single 
impression it leaves as an unfeigned outgiving of delight from a singing heart. 


CONCERT ARABESQUE (On Motives From the Waltz ‘‘By the Beautiful 
Blue Danube’’) (Arranged by Ethel Leginska) 
Johann Strauss-Schulz-Evler 6592-4 3.00 


Ih Schulz-Evler Concert Arabesques on the familiar and much-admired melodies of Johann 
Strauss’s Waltz ‘By the Beautiful Blue Danube’’ form one of the most brilliant, appealing, and 
popular of pianoforte transcriptions, just as the waltz itself, which evoked an expression of 
jealous admiration from Johannes Brahms, is among the most beautiful as well as most popular ever 
composed by the old “Waltz King.’’ This new arrangement by Ethel Leginska sparkles with an even 
greater brilliance, displays a more astounding command of technical resources, and possesses a yet 
more compelling fascination than the original paraphrase. There is no other word but “dazzling” 


for this amazing and coruscating virtuoso piece. 
* 


CRADLE SONG v re eih bette ts Dough See Ethel Leginska 68220 2.50 


Iw her ideas on composition, so far at least as modern representatives of the art are concerned, Ethel 
Leginska is a professed and uncompromising ‘‘modernist,’’ and in her own creative efforts she lives 
up to her creed. Even in essaying such a simple and familiar musical form as a ‘‘Cradle Song’’ she does 
not hesitate to abandon the old, accepted models and be completely herself—original, even bizarre 
by comparison with old standards. 

Yet this ‘‘Cradle Song’’ compels interest and bespeaks individuality. It is a very novel bit of 
music, in which a strikingly original melodic theme is adroitly set forth to an accompaniment of 
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strange modernist harmonies and an occasional sharp outcry of frank and bitter dissonance. But aside 
from its surprising novelty and almost weird imptessivencss, there is a certain quality of fascination 
about it. No music that is radically new and strikingly original can be fully grasped, or understood, 
or relished, at a single hearing. This ‘‘Cradle Song”’ will grow in favor with the listener who culti- 
vates its acquaintance by repeated hearings of the finely finished performances here recorded by its 
composer. 


EIGHT VARIATIONS ON THE THEME ‘“TANDELN UND SCHERZEN’”’ 
Ludwig van Beethoven 6857-4 3.00 


Besrnoven composed many sets of variations, for he was especially fond of the form, and more than 
any of his predecessors saw in that form its great possibilities as a musical illustration of the natural, 
logical process of evolution or growth. The simple, vital germ of thought or feeling inherent in a 
given theme, as the life principle inheres in the germ of a grain of wheat, is seen in the master's treat- 
ment of it to expand gradually and develop through the successive variations into new and changing 
forms of ever-increasing beauty and suggestiveness until its latent possibilities of expression have 
been matured and exhausted; just as the growing wheat passes through gradual and continuous 
changes of form and hue until the influences of the sun and soil, air and wind and rain and dew have 
ripened it to complete maturity. 

The Eight Variations here very beautifully played by Ethel Leginska were composed in Vienna 
in 1799, the year that Beethoven wrote his first symphony. The simple and pretty Theme, “Tandeln 
und Scherzen’’ (tdéndeln means ‘to dawdle,’ trifle, or flirt; scherzen, ‘to joke’) was taken from F. X. 
Siissmayr’s operetta “‘Solyman II, or the Three Sultanas,’’ produced at Vienna on October 1, 1799. 
The Variations are beautifully fresh, healthful, peaceful, appealing and solacing music—a joy and a 
delight to hear. Karl Czerny recorded the interesting fact that these Variations were the first of 
Beethoven's compositions which the master gave him to study when he became his pupil. 


GAVOTTE AND VARIATIONS : : : : Rameau-Leschetizky 6217-3 2.75 


Rama's Gavotte, which Leschetizky has here chosen for embellishment, is a delightfully quaint, 
old-fashioned, other-worldly bit of music, and the greatest of piano teachers has handled it rever- 
ently while spinning about it, with noteworthy skill and deftness, a brilliant arabesquerie of arpeg- 
gios and trills and runs, the scintillant beauties of which are always kept true to the spirit of the 
original. 


HYMN TO THE SUN (From the Opera, ‘The Golden Cockerel’’) 
Nikolai Andreyevitch Rimsky-Korsakoff 65490 2.50 


Rumsxy-KorsaKov, now accounted by the musical world as next to Tchaikovsky, the foremost of 
Russian composers, wrote fifteen operas. The last of these, the fantastic ‘‘Golden Cockerel,’’ was not 
brought out in Russia until 1910, two years after its composer’s death. 

“The Golden Cockerel’’ is a curious combination of opera and pantomime, of singular construc- 
tion and such insuperable difficulty as originally devised by its composer that the only way it can be 
staged is to have the action catried on by dancers, while the text is delivered by singers who take no 
part in the movement of the drama. The piece is a most whimsical, fantastic tale of the fat, lazy, 
doddering King Dodon and the Sorcerer who gives him a Golden Cockerel, and the dancing Queen 
of Shemakhan, and is a political satire on conditions once existing in Russia. But its charm is inde- 
pendent of its satirical power and its music is entrancing in originality, fantasy, exquisite melody, 
piquant rhythms, rich colors, and humorous touches. 

The Hymn to the Sun, the brightest gem of song in the whole work, is a deliciously exotic 
colorature aria sung by the Queen of Shemakhan in the second act of the opera. The pianoforte tran- 
scription here deftly and delightfully played by Mme. Leginska indicates something of the novel and 
lovely melodic contours, the freshness and originality, the very individualistic flavor of a thoroughly 


charming work. 


MARCHE MILITAIRE . F ‘ ; 7 ‘ ; Schubert-Tausig 5584-5 3.25 
MINUET IN G Ludwig van Beethoven 67439 2.25 


Herz, charmingly played by Mme. Leginska, with a dainty delicacy and skill that imparts all of 
its quaint, old-time loveliness and grace, is Beethoven’s most popular Minuet—one of the lightest, 


daintiest, most graceful and bewitching little gems ever fashioned by that Titan of composers. 
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This famous little piece, short and simple as it is, exemplifies in a very interesting way a unique 
characteristic of Becthoven’s genius—his unique and marvelous ability to make much out of little; 
to take the simplest elements of musical structure and by grouping and reshaping, and polishing and 
refining them to fashion them into a work of art of compelling interest and enduring beauty. 

The basis of this Minuet is a simple melody, and in construction the whole piece is simplicity 
itself. Four themes of eight measures each, and each one repeated, come in direct succession; and then 
the first two are used again to complete the form. That is all, and yet, when played by deft fingers 
that phrase it poetically, what a delight it is! as neat and compact and clear-cut as a polished, many- 
faceted jewel—and almost as reposeful as a lullaby. 


THE MUSIC BOX (Une Tabatiere 4 Musique), Or. 32 . Anatole Liadoff 67319 2.25 


Ise is a very pretty and original little waltz so written as to constitute a Witty imitation of a 
diminutive Music Box. It was dedicated to the composet’s small son, and it is quite conceivable that 
the father surprised the son by playing the little waltz, with soft pedal, in an adjoining room, thus 
imitating the real thing so closely as to deceive the boy. 

Much of the charm of this naive little composition arises from a clever use of duplicate time— 
the accompaniment is in ordinary time, but the melody runs across the bars in a sort of syncopation. 
This gives a pretty effect, which is still more noticeable when, after the piece is well started, the 
same melody is split up into octaves. 

Here Mme. Leginska has played it charmingly, with crisp, light touch, and the absolute pre- 
cision requisite to give an Acolian-like effect. 


NOCTURNE IN E-FLAT, Op. 9, No. 2 ‘ Frederic Frangois Chopin 70750 2.50 


Vises is one of the earliest of Chopin’s Nocturnes, and has always been one of the most popular, 
perhaps because it is the easiest of them all to play. It is a pure lyric, a love song without words, — 
filled with melodic beauty and warm harmonic coloring, with something of the poetic glow of 
youth; and it is a model of symmetrical form. Ethel Leginska has played this favorite Nocturne 
gracefully, poetically, beautifully; bringing to her interpretation exactly the right spirit to convey 
its simple and tender charm. 


“OBERON” OVERTURE .  .  .  .  .—._— Carll Maria von Weber 6999-4 3.00 
(Arranged and Played by Ethel Leginska) 


EBER’s romantic and fairy opera, ‘‘Oberon, or The Elf King’s Oath,”’ composed to an English 
libretto, was first produced at Covent Garden, London, on April 12, 1826, only seven weeks before 
its composer's death from consumption. Weber himself conducted that first performance, just 100 
years ago, and the Overture aroused such an enthusiastic demonstration of approval that it had to be 
repeated before the opera could go on. Throughout the century since, it has been one of the most 
popular overtures in the concert orchestra repertory, and it will long continue to be a favorite 
wherever ears are not deaf to beautiful music. 

The Overture reflects the story of the opera, with its alternation of fairy scenes and those peopled 
by human beings. It begins with Oberon’s horn solo, which soon leads to a dainty little march, or 
fairies’ chorus, exquisitely uttered. Then there is a sudden crash—perhaps the most famous loud 
chord in all orchestral music—and the music bursts into energetic, inspiriting, entrancingly melodi- 
ous strain. A repetition of Oberon’s horn solo ushers in some adorable love music, and so one incident 
follows another, each more beautiful than the other, until the Overture closes with a spirited coda 
built upon the magnificent soprano aria from the opera’s second act, ‘‘Ocean! thou mighty monster.”’ 

Ethel Leginska, who has conducted many orchestral performances of this Overture, has made a 
masterly piano arrangement of it. 


PRELUDE AND FUGUE IN C-SHARP MAJOR . Johann Sebastian Bach 68859 2.25 


Bas is the fountain head from which all modern music has branched and developed; and in inherit- 
ing from the clavichord and harpsichord the music of Bach, the piano became endowed with the 
soul of polyphony. To this day its control of polyphony—its completeness in itself—constitutes its 
one indisputable superiority over all other instruments except the organ. Preeminent among Bach's 
contributions to this instrument is the “Well-Tempered Clavier’? (Well-Tuned Piano), originally 
composed as propaganda for the system of equal temperament (or tuning) which first made it possible 
to use the piano in all keys. The ‘‘Well-Tempered Clavier’’ comprises forty-eight Preludes and 
Fugues and is divided into two parts, each part containing twenty-four numbers, arranged alpha- 
betically, in all major and minor keys. 
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Erne, Lecinska—continued 
The Prelude and Fugue in C-sharp major, here skilfully and beautifully recorded by Ethel 
Leginska, is No. 3 of Part I, and has long been the most popular number of them all. And no wonder, 
for the Prelude is unaffected, amiable, appealingly melodious; and the Fugue ripples and sparkles with 
happy gaiety and sportive humor. It is a wonderful demonstration of Bach’s ease in handling a severe 
‘ form for the expression of a light, playful mood; and its spirit of wholesome fun and frolic captivates 
every hearer. 


SONATA, Op. 53 (For Two Pianos) . . . . Wolfgang Amadeus Mozart 
First Movement: Allegro con spirito (Second Piano part only) . 11068 2.00 
Second Movement: Andante (Second Piano partonly) . . . 11078 2.00 
Third Movement: Allegro molto (Second Piano part only) . . 11088 2.00 
TRAUMEREI (Revery), Op. 15, No.7. .  .  . Robert Schumann 55860 2.50 
THE TWO LARKS, Op. 2, No. 1 (impromptu) . . Vheodor Leschetizky 65399 2.25 


Perec perhaps the most famous teacher of famous pianists since Liszt, won renown also as 
the composer of a successful opera and of many brilliant and effective pieces for the piano, of which 
‘‘Les deux Alouettes,’’ although one of the earliest, remains one of the best known and most popular. 
It is a delicate and delightful bit of musical filigree work, this little Impromptu—an original bit of 
inspiration, deftly wrought into an expressive shape of abiding beauty by one who was a master of 
the resources of his instrument, and for that very reason the more charming in its combination of 
archness and simplicity. 


VALSE IN E MINOR (Posthumous) . . .  . Frederic Francois Chopin 67079 2.25 


Cres fifteen Valses are the most objective of all his works. He admitted that he was unable to 
play waltzes in the Viennese fashion, yet he contrived to dignify and give beauty to this conventional 
and most popular dance form..Schumann declared that the dancers of these Valses should be at least 
countesses, and there is a high-bred reserve, despite their intoxication, in the measures of these 
‘‘exquisite exemplars of social intimacy and aristocratic abandon.”’ 

This Valse in E Minor is one of the best known and best loved of them all. It is surpassingly 
graceful, not without its touch of sentiment, and altogether charming. Its major part is early Chopin, 
though it was not published until after the composet’s death. 


VAESE Op 34,No.1 — : 5 : : : . Moritz Moszkowski 6159-4 3.00 
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Cecile Chaminade 


ECILE CHAMINADE has contract- 
ed to record her playing exclusively 
forthe Duo-Art Reproducing Piano. 

She is a virtuoso pianist of remarkable 
ability as well as the most successful of all 
women composers. Born in the hamlet of 
Le Vésinet near Paris, in 1861, Mlle. 
Chaminade gave those early evidences of 
musical talent that have been noticed in 
the lives of many composers. When only 
eight years old she wrote some pieces of 
church music, and gained the attention of 
Bizet, who was impressed with the child's 
promise and advised a thorough musical 
education. She studied various branches of 
music with Le Couppey, Savart, Marsick, 
and finally composition with Benjamin 
Godard. She gave her first concert when she 
was eighteen. Since that time her numerous 
compositions of many kinds have attracted attention and won wide popularity as she has 
brought them forward in the course of many concert tours throughout Europe and America. 
Her many pianoforte pieces, a great number of songs, and a “‘Concertstiick’’ with orchestra 
are among her most successful works. She has also essayed the larger forms of music with 
several orchestral suites, a ‘“‘Symphonic Lyric’’ with chorus and orchestra, called “‘Les 
Amazones,”’ trios for piano and strings, a ballet ‘‘Callirhoe’’ (produced with great success 
at Marseilles in 1888), and an opera comique “‘La Sévillane.”’ 


By 
ere 


A Duo-Art Record by Cecile Chaminade 
GUITARE (Caprice), Op.32.. . . . «. «| «. Ceezle Chaminade (6450gmmer DO 


A\ sprctat interest attaches to this fine record-roll in that it is the first of Cecile Chaminade’s original 
and charming compositions to be recorded for the Duo-Art Piano by the composer herself. Chami- 
nade’s characteristic grace and fluency are well displayed in this charming caprice, ‘‘Guitare,’’ with 
its fresh and piquant melody, its original and appealing rhythms, its refinement and elegance of 
style. A dainty, wayward, and delightful little piece it is, and the composer’s own interpretation of 
it is fascinating. 
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Maria Carreras 


LTHOUGH her name is of Spanish 
origin, Maria Carreras is Italian 
and was born in Rome. Asa child- 

pianist aged six, she received from the 
hands of Liszt (as honorary president of 
the Academy of St. Cecilia) the first prize 
at a concourse the Roman municipality 
had established for a free scholarship there. 
For fifteen years she pursued her studies 
under the direction of Giovanni Sgambati, 
and Sgambati himself conducted her first 
concert with the Philharmonic Orchestra 
of Rome. In many tours of all parts of 
Europe she has achieved enviable success 
both as a soloist with orchestra and as a 
giver of recitals. And she has duplicated 
that success in both North and South 
America. She has a technical equipment {& Os 

that enables her to execute with ease the St 
most forbidding passages in piano literature, but finger dexterity is the least of her accom- 
plishments. She brings to her playing all the attributes of a sensitive artist. 


Mme. Carreras records her interpretations for the Duo-Art Piano exclusively. 


Duo-Art Records by Maria Carreras 
ANZ (No. 4 of Four Spanish Pieces’). . Manuel de Falla 67818 2.00 


‘Taz music of Spain, perhaps to a greater extent than that of any other land, is inspired by and based 
on dance rhythms; for in Spain all the world dances. The Spanish dances are infinite in number and 
for centuries back they seem to have formed an important part of Spanish life. The guitar is the 
universal instrument, and strumming upon it seems to set the feet a-tapping and voices a-singing— 
what, they care not. The dances are almost invariably accompanied by song. Oftener than not they 
are in 3-4 time, or its variants, but out of such simple measures the dancers evolve the most elaborate 
inter-rhythms and create thereby an amazing complexity of effect. 

Each province has its own peculiar and individualistic dances and its own particular variations 
of those which are danced throughout the land. In this ‘‘Andaluza,’’ Manuel de Falla, one of the 
most striking composers of the modern Spanish school, has fashioned a novel, interesting and highly 
effective piano piece in the spirit of the dance peculiar to the province of Andalusia. This odd and 
arresting bit of music is built on rhythms, modes, cadences, or forms inspired by, but probably not 
directly borrowed from Andalusian folk-dance-and-song; and its composer's mastery of counter 
rhythms and their complications is strikingly disclosed. Mme. Carreras has played it skilfully and 
beautifully. 


CONCERT ALLEGRO IN A MAJOR, Op. 46 . = Frederic Frangois Chopin 70560 2.50 


Wires Carreras has here recorded a brilliant, dashing, superb, masterly performance of one of 
the most difficult and at the same time most interesting and impressive of Chopin's larger composi- 
tions. Huneker says of this piece: 

“The Allegro de Concert in A, Op. 46, was published in November, 1841, and dedicated to Mlle. 
Friederike Muller, a pupil of Chopin. It has all the characteristics of a concerto, and is indeed a 
truncated one—much more so_than Schumann’s F Minor Sonata, called Concert Sans Orchestre. The 
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Maria Carreras—continued 

Allegro is one of Chopin's most difficult works. It abounds in risky skips, ambuscades of dangerous 
double notes, and the principal themes are bold and expressive. The color note is strikingly adapted 
for public performance, and perhaps Schumann was correct in believing that Chopin had originally 
sketched this for piano and orchestra. Niecks asks if this is not the fragment of a concerto for two 
pianos, which Chopin, in a letter written at Vienna, December 21, 1830, said he would play in 
public with his friend Nidecki, if he succeeded in writing it to his satisfaction. And is there any 
significance in the fact that Chopin, when sending this manuscript to Fontana, ptobably in the 
summer of 1841, calls it a concerto? It has the potentialities of a powerful and more manly composition 
than either of the two concertos.”’ 


GALHOFEIRA (Brazilian Dance), Op. 13, No. 4 . Alberto Nepomuceno 66560 2.50 


NFAMILIAR in Northern latitudes, until Mme. Carreras made her fine Duo-Art Record of it, this 
is a novel and delightful Brazilian Dance by the Brazilian composer, Alberto Nepomuceno, who is 
Director of the National Institute of Music in Rio de Janeiro. The title of the piece ‘‘Galhofeira,”’ 
is a Portuguese word meaning ‘‘frolicsome,’’ and gay and lively it is—a rapid, whirling dance with 
curious contrasts of soft and loud passages in alternation, with pretty rhythmic figures, and with 
alluring wisps of melody. 


LONGING FOR HOME (Le Mal du Pays), (No. 8 From ‘‘Years of Pil- 
grimage, First Year—Switzerland’’) : : ; Franz Liszt, “JO5@0me 2-50 


Liszr’s eatly travels in Switzerland and Italy gave him inspiration for the composition of an 
extensive series of piano pieces which he published under the generic title of ‘‘Years of Pilgrimage”’ 
CAnnées de Pélerinage’’ is the original French title)—pieces based on his personal experiences 
and impressions, imbued with romantic feeling, and expressing variously his ardent love or his 
devotion to the natural beauties of picturesque lands. The first group, devoted to Switzerland, 
comprises nine pieces in which, someone has said, ‘‘one hears as well the cowherd melodies of 
the Alps as the striving of a passionate and noble soul for revealing life’s great secret.’’ It was 
Liszt’s period of storm and stress, when he wrote after his name in a traveler’s book at Chamounix: 
““Musician-philosopher, born on Parnassus, coming through doubt, going toward the truth.”’ 

Next to the last of this group of pieces, “‘Longing for Home’’ is one of the most impressively 
beautiful of them all as well as one of the most charming and least elaborate of Liszt’s piano pieces. 
Its lovely and expressive melody is sung mostly to rather simple harmonies, but there is here and 
there a touch of rich coloring and there are some fine pianistic effects characteristic of Liszt’s indi- 
vidualistic style. In the performance here recorded Mme. Carreras conveys the poetic as well as 
the musical content of this beautiful piece. 


NAVARRA : ; ‘ : : ; . : F ; Isaac Albeniz 70070 2.50 


/A\ consiprn atin number of Albeniz’s best piano pieces are ‘‘Impressions’’ of various of the Provinces 
of Spain, each of which is characterized in a musical form peculiar to that Province—usually a dance 
form, for the dances of Spain are innumerable. ‘“Navarra’’ is one of these pieces and represents the 
historic northern province of that name. This is a spirited, brilliant and dashing dance, in which a 
magical development of elaborate cross-rhythms and inter-rhythms creates a complexity of effect of 
almost bewildering fascination. Mme. Carreras has played it brilliantly and delightfully, bringing 
out its peculiar Spanish coloring and atmosphere. 


ORGAN CONCERTO IN D MINOR |. ; . Wilhelm Friedmann Bach 
Parl oe : . ; cae : : : : : : : . . 66970mee2°50 
Pacelli 2 E ; : : : . 67190mR2.50 


(Transcription by Michael von Zadora.) 


ILHELM FRIEDEMANN Bacu was the eldest of the five sons of Johann Sebastian Bach. He was born 
at Weimar in 1710 and died at Berlin in 1784. He became the greatest organist of his time, and his 
Organ Concerto in D Minor is a nobly vigorous, powerful and stirring piece of music, a magnificent 
temple of sound built in the style of Johann Sebastian and, indeed, quite worthy of the genius of that 
giant himself. Its First Part, here presented in a masterly piano transcription by the eminent pianist, 
von Zadora, consists of a Prelude (or Introduction) and a Fugue of almost appalling intricacy but 
stupendous force and vim and life. 

Its Second Part comprises a majestic Prelude (or Introduction) in great sweeping chords, and a 
brilliant Fugue of fine rhythmic swing and stupendous power. 

Michael von Zadora, has made of it a truly magnificent piano piece and Mme. Carreras has 


played it superbly. 
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Marta Carreras—continued 


WALSHE IN G-FLAT, Op..70, No. 1 . ; : Frederic Francois Chopin 69129 2.25 


Crops Waltzes have always been his most popular compositions. ‘‘In them,’’ says Professor 
Niecks, ‘‘the composer mixes with the rest of the world—looks without him rather than within— 
and as a man of the world conceals his sorrows and discontents under smiles and graceful manners. 
The bright brilliancy and light pleasantness of the earlier years of his artistic career, which are al- 
most entirely lost in the later years, rise to the surface in the waltzes. They are salon music of the 
most aristocratic kind. But their aristocraticalness is real, not conventional; their exquisite graceful- 
ness and distinction are natural, not affected. They are, indeed, dance-poems whose content is the 
poetry of waltz-rhythm and movement, and the feelings these indicate and call forth.”’ 

The ‘bright brilliancy and light pleasantness”’ of his earlier years certainly find expression in this 
early Valse in G-flat, which was composed in 1835, when Chopin was twenty-six years old, but was 
not published until after his death. It is very gay and sprightly, light and sparkling, with very 
beautiful and characteristic melody and charmingly effective variations in dynamics and pace, which 
Maria Carreras has here set forth most charmingly. 


WHITHER (Wohin) (Transcription by Franz Liszt). Franz Schubert 6836-3 2.75 


Senuserr raised the song to a far higher point of perfection than it had ever attained before him. By 
virtue of a richer inheritance of means than his predecessors had had, and of a gift of spontaneous 
lyrical melody never equalled before, he carried the song beyond the experimental stage and estab- 
lished it as a perfected and mature artistic form. But even the musical world did not recognize this 
fact, or begin to appreciate his achievement until several years after his death. 

Liszt, who was seventeen years old when Schubert died, was among the first to recognize the sur- 
passing beauty of his songs, and he did an inestimable service for Schubert’s fame by bringing that 
beauty to public attention. Beginning the work when little more than twenty, Liszt made transcen- 
dent piano transcriptions of many of the best of the Schubert songs. 

“Whither” is one of these wonderful transcriptions in which the melodic gem of Schubert's 
shaping is provided with a new and perfectly appropriate setting that makes it shine with a brighter 
lustre. Mme. Carreras has recorded an entrancingly beautiful performance of this adorable music. 


ADIA REISENBERG was born in 

Russia, in 1904, began her piano 

studies when six years old, and at 
nine was admitted to the Petrograd Con- 
servatory where she became a pupil of 
Leonid Nikolaieff. After suffering many 
privations and hardships in the Bolshevik 
revolution, she left Russia in 1920, and 
thereafter made concert tours in Poland, 
Latvia, Lithuania, and Germany. Two 
years later she came to America and con- 
tinued her piano studies with Alexander 
Lambert. She made a highly successful 
début in recital at Acolian Hall, New 
York, on February 6, 1924, since which 
time she has made many successful concert 
appearances in both Europe and America. 


Miss Reisenberg records her playing ~ SWS, 
exclusively for the Duo-Art Piano. saw ARS 
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Duo-Art Records by Nadia Reisenberg 
JUGGLERY (Etude Arristique), Orn 107. NG some Benjamin Godard 70679 2.25 


Most appropriately named is this novel and fascinating bit of piano wizardry—a veritable jugglery 
of notes, indeed, in which the notes are yet juggled with such skill and to such purpose as to compose 
a brilliantly sparkling and highly effective staccato study. And it is more than a mere “‘Artistic 
Study’’ for the pianist’s practice. It is a delightful bit of music to listen to, for it abounds in both 
tunefulness and colorful harmonies, and interest is further enhanced by the variety of its wayward 
and capricious rhythms. Miss Reisenberg has recorded a very skilful and delightful performance 
of it, surmounting its almost bewildering difficulties with the assurance of perfected and polished art. 


MOMENT OF DESPAIR, Op. 21, No. 1 . Felix Michailovitch Blumenfeld 67839 2.25 


Wie its beautiful, expressive, mounting melody, its minor cadences, its rich and telling harmon- 
ies, this ‘Moment of Despair,’’ notwithstanding its sorrowful title, is a lovely and appealing song 
without words. Melody and harmonization are developed with masterly skill and carried to a fine 
climax, after which the music sinks gradually to lower and lower depths. Exquisitely poetical and 
profoundly moving, the piece also possesses great popular attractiveness for all lovers of good 
music. And here the richly gifted young Russian pianist Nadia Reisenberg has played it so deftly and — 
so beautifully, with such musicianly understanding and poetic insight, that her performance—flaw- 
lessly reproduced in this superfine Duo-Art Record—deserves and is sure to attain great popularity. 


NOCTURNE IN C-SHARP MINOR (Posthumous) Frederic Francois Chopin 70529 2.25 


Naou RetsenBerG has recorded a delightful performance of this beautiful and characteristic 
Nocturne of Chopin’s, which has a.rather curious and interesting history. It was not published 
in Chopin’s life-time, though some of his friends appear to have known of it, and Tausig spoke 
of it to his pupil Joseffy as belonging to the master’s “‘best period.’’ This Nocturne in C-sharp 
Minor was addressed by Chopin to his sister Louise, at Warsaw, in a letter from Paris, and was 
composed soon after the production of his two piano concertos, when he was still a very young 
man. It contains a quotation from his Concerto in F Minor, and a brief reference to his best-known 
song, “The Maiden’s Wish,”’ two of his sister's favorite melodies. The manuscript of the Nocturne 
was supposed to have been destroyed in the sacking of the Zamojski palace in Warsaw toward 
the end of the insurrection in 1863; but it was found thirty years later among the papers of a Polish 
collector of manuscripts. The Nocturne was played for the first time in public by the distinguished 
Russian composer, Balakireff, at a Memorial Concert at Chopin’s birthplace, Zelazowa-Wola, 
in the autumn of 1894. 


NOEL (From “The Seasons, Op: 3745: Now12: December) 
Peter [lich Tchatkovsky 70829 2.25 


Tcuarcovsxy’s group of twelve piano pieces collectively entitled ‘‘The Seasons’’ was composed 
in the course of the year 1876, one piece each month, at the request of the publisher of a St. Petersburg 
musical journal. All of these pieces represent Tchaikovsky in lighter vein; and they are all delightful, 
for he never set pen to paper without having something to say. This “‘Noél,’’ last of the set, and 
standing for the last month of the year, is a very pretty and graceful slow waltz, compacted of 
tripping melodiousness, colorful harmony, Russian fantasy, and breathing in its every measure the 
Christmas spirit of peace and happiness and good cheer and festivity. And in its very lightness 
and grace it is stamped with certain unmistakable characteristics of Tchaikovsky’s genius and 
distinctively personal style. 


PASTORALE VARIEFE . : : : . Wolfgang Amadeus Mozart’ 67640 2.50 


ie glints of sunshine on golden fields are these Pastoral Variations by that ‘‘Immortal Boy”’ in 
whom music attained a temporary equilibrium. Rossini characterized Mozart as ‘‘the only musician 
who had as much knowledge as genius, and as much genius as knowledge.’’ Thanks to his training 
from babyhood in all that goes to make up the technical equipment of the composer, Mozart’s fresh 
and beautiful lyric feeling, the gift of the Gods, expressed itself without any hindrance from his 
medium, and he became an artist in whom matter and manner were perfectly blended. 

And so this music, which was given to the world in the eighteenth century, is still altogether 
lovely in its enduring beauty. 
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Napa ReIsENBERG—continucd 


PRELUDES IN D-FLAT, Op. 10, No. 1; Or. 57, No. 1 . Anatole Liadoff 69880 2.50 


Anorser capital Duo-Art Record of delightful Russian music is this roll embodying a very beauti- 
ful performance by the gifted young Russian pianist Nadia Reisenberg of two fine and poetical * Pre- 
ludes’’ by Anatole Liadoff, a composer of distinguished originality. Although both Preludes here 
recorded are in the same key (D-flat), they are sufficiently differentiated in poetic content and in 
technical treatment to make an effective contrast. In’ the first, a fine, soaring melody sings like a 
happy bird. And this original melody is displayed exquisitely against a varied harmonic setting that 
is equally original, equally fine and poetical. At the end, with a graceful flourish, the bird flits away. 
In the second Prelude, with ingratiating melody and harmonies of great interest and variety, a beau- 
tiful pattern is beautifully worked out. While reminiscent in part of certain unforgettable bars of 
Chopin's ‘‘Berceuse,”’ the little piece as a whole is Laidoff’s own, and a thing of lyrical beauty. 


SG@imemeerauct) 6 sw eels Charles Henry Litolff 67849 2.25 
Played by Nadia Reisenberg and Alexander Lambert. 
(For annotation on this number, see page 288) 


SPRING (Fruhlingslauten), Op. 57, No.2 . .° . Moritz Moszkowski 69199 2.25 


Seana” is the collective title of Moszkowski’s Opus 57, a suite of five charming piano pieces, the 
second of which is here very daintily and beautifully played by Nadia Reisenberg. These little pieces 
are so many authentic and distinctively beautiful inspirations of the vernal season, in which its 
characteristic aspects and moods are caught and transmuted into tones by a poet of the keyboard. 

“Frithlingslauten’’ means literally ‘‘Spring’s Ringing,’’ but as a characterization of this ex- 
quisite little musical gem it might be more appropriately translated as ‘‘Spring’s Singing,’’ for this 
is the most lyrical piece of the whole set. In its dewy freshness and beauty 

Again the spring 1s coming, 

Weaving her garlands fatr. 

Very poetically the piece begins with the tender call of a bird to its mate; and the charming and 
delicate melody that immediately follows is refreshing in its simplicity and reserve. It is soon appar- 
ent that this is no mere transcript of the sights and sounds of Nature, but rather the perfect utterance 
of a poet-philosopher’s mood of joy and thanksgiving for the beauty and the blessing of reincarnated 
life. 


TAMIDOUBIN - . . 


ee ee Jean Philippe Rameau 68339 2.25 
(Transcription by Leopold Godowsky) 


Herz is a brilliant, highly effective, modern piano arrangement of a quaint and delightful bit of 
music by the old French clavecinist, Rameau. It is an ingenious piece of writing, with its staccato 
imitation of drum beats, its lilting tune, and lively measure; and its musical beauty well deserves 
preservation in the modern piano repertory, such as is assured to it by inclusion in Leopold Godow- 
sky’s “Renaissance,” a group of skilful arrangements of twelve celebrated pieces of the olden time. 

The Tambourin was a long, narrow drum, used in Provence, and from this the name was given 
to an old Provencal dance, which in its original form was accompanied by such a drum and a flute. 
This dance was in 2-4 time, and of a lively character. This Tambourin of Rameau’s, by reason of its 
musical worth, is the best known example of the form. 

Miss Reisenberg has played it crisply and delightfully, with a keen appreciation of its rhythmic 
incisiveness and its lyric charm. 


Waist. 42, No. 3 (From Miniatures’) . Alexander Glazunoff 66798 2.00 


-{ 253 


DUO-ART PIANO MUSIC 


e Pi TE rr, 
LGASYS LED i 


b<Al| 


Gutta Gradova 


NOTHER young American pianist 
A of outstanding talent, who re- 
cords her playing only for the 
Duo-Art Piano, Gitta Gradova is of Rus- 
sian parentage, but was born in Chicago, 
in 1904, and has received all of her musical 
training in the United States. She began 
her piano studies when seven years old, 
and at twelve made her first public appear- 
ance with orchestra, giving a program of 
three concertos. For several years, begin- 
ning in the spring of 1920, she was under 
the tutelage of Mme. Djane Lavoie-Herz, 
a friend and disciple of Scriabin. Miss 
Gradova made her début in New York on 
November 20, 1923, and since that date has 
appeared in many of the larger American 
cities, both in recital and with orchestra 
with steadily increasing success. She has ¢ 
shown herself a well-equipped musician in er schools of oer music, has been 
hailed for her playing of Bach, and particularly acclaimed as an interpreter of Scriabin. 


Duo-Art Records by Gitta Gradova 


ETUDE IN F MINOR (No. 1 of ‘“Three New Studies’’) 
Frederic Francois Chopin 68650 2.50 


Crorin’s ‘Trois Nouvelles Etudes were published in 1840 in the ‘‘Méthode des Méthodes 
pour le Piano,”’ by F.J. Fétis and I. Mosccheles. Remarking that this was odd company for the Polish 
composer, Huneker hailed this first Etude of the set as ‘‘a masterpiece. In F Minor the theme in 
triplet quarters, broad, sonorous and passionate, is unequally pitted against four-cight notes in the 
bass. The technical difficulty to be overcome is purely rhythmic. It is the musical, the emotional con- 
tent of the study that fascinates. Kullak calls it a companion piece to the F Minor Study in Opus 25. 
The comparison is not an apt one. Far deeper is this new study, and although the doors never swing 
quite open, we divine the tragic issues concealed.’’ Finely poetic, subtly nuanced, and altogether 
charming is Gitta Gradova’s recorded performance of this fascinating piece. 


HOPAK (Transcription by Rachmaninoff) Modest Petrovitch Mussorgsky 68560 2.50 


INivsconeare “Hopak’’ is a rollicking, humorous song in brisk dance measure, the burden of 
which runs: 

Hi! Ha! Ha! the hopak! 

I'm the wife of a cossack. 

Laugh he won't, for he’s too crusty, 

Red his head, his body rusty. 

Ah, my fate, my luckless fate! Yah! 


ergei Rachmaninoff has exercised his wizardry on this song and transformed it into a piece of sheer 
Sergei Rach ff h dh dry on th gandt formed it int f sh 
piano magic, brilliant, fascinating, and of sure popular appeal. 
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Katharine Goodson 


ATHARINE GOODSON is an 
eminent English pianist who is 
well known to musical audiences 
throughout the civilized world. She made 
her American début with the Boston Sym- 
phony Orchestra in 1907, and has toured 
the United States several times since that 
year, appearing both in recital programs 
and as soloist with the leading orchestras. 
On the occasion of her latest visit here, in 
1923, the critics pronounced her one of the 
foremost of living women pianists and 
credited her with the grace of Zeisler and 
the dynamic control and tremendous force 
of Carreno—‘‘both transfused by the lu- 
minous purity and refinement of a genius 
which not merely apprehends and trans- 
lates a composer, but adds the fragrance of 
a charming personality to his flowers of 
thought.’ 
Mme. Goodson records her interpretations only for the Duo-Art Piano. 


Duo-Art Records by Katharine Goodson 


FIREFLIES (Scherzo), No. 3 C‘A Summer Pilgrimage in the White 
MMS eC Arthur Hinton 6322-3 2.75 


Karsarie Goopson is an ideal interpreter of the piano-works of her husband, the eminent English 
composer, Arthur Hinton, and here she has recorded with her finished art and subtle appreciation of 
the spirit of the music a beautiful and a flawless performance of a dainty and delightful little scherzo 
of his fashioning. The piece itself is worthy of the sympathetic care she has lavished on her record 
interpretation to make this novel and fascinating Duo-Art Roll. 

Its melodious waywardness, marked rhythms, novel runs and arpeggios constitute a very clever, 
interesting and effective musical picture, in modern tonality and style, of numberless fireflies, float- 
ing, shimmering, glowing, now here, now there, in the quiet summer night. The third of six pieces 
grouped together to form a pianoforte suite entitled “A Pilgrimage in the White Mountains,”’ it 
suggests skilfully and delightfully the mood and atmosphere of the place. » 


WoO@iwneNe ING, Or. 37, No.2 ... . Frederic Francois Chopin 63400 2.50 


7 


i Nerocrrar charming, altogether lovely is this Nocturne in G major, and the critics agree in 
naming it among the most poetically beautiful of Chopin’s works. A beautiful sensuousness dis- 
tinguishes it, says Niecks: “It is luscious, soft, rounded, and not without a certain degree of languor. 
The successions of thirds and sixths, the semitone progressions, the rocking motion, the modula- 
tions (note especially those of the first section and the transition from that to the second), all tend 
to express the essential character.” 

Huneker declares it ‘‘painted with Chopin’s most ethereal brush, without the cloying splendors 
of the one in D-flat, the double sixths, fourths and thirds are magically euphonious. The second sub- 
ject, I agree with Karasovski, is the most beautiful melody Chopin ever wrote.” 


“VALSE IN A-FLAT, Or. 34, No.1. . .  . Frederic Frangois Chopin 5577-4 3.00 
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‘Kose and Ottalze Sutro 


WO sisters who have made a spe- 
cialty of playing compositions for 
two pianos, Rose and Ottilie Sutro 
showed marked talent for music at an early 
age. They were born in Baltimore, where 
their father sthevlate Otto outros wasea 
well known patron of art, founder of the 
Baltimore Oratorio Society and of a 
famous Wednesday Club devoted to music. 
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In July, 1894, they gave their first 
recital in London, creating a sensation by 
the wonderfully perfect unison of their 
playing and their interpretative abilities. 
Returning to the United States in the fol- 
lowing winter, under contract to tour 
with Anton Seidl, they made their Ameri- 
can début with the New York Philhar- - 
monic Orchestra and played in all the prin- GNZOWwell 
cipal cities of the country. Then returning “*™=2 
to Europe, they played at concerts by many of the leading orchestras and were invited to appeat 
before Queen Victoria. Their career was interrupted by the death of their father, recalling 
them to Baltimore, where Miss Ottilie was the unfortunate victim of an injury which pre- 
vented her from playing for six years. But in 1910 they again went abroad and played ir 
the leading European cities with steadily growing success. 


Rose and Ottilie Sutro record their joint interpretations for the Duo-Art Piano ex- 
clusively. 


Duo-Art Records by Rose and Ottilie Sutro 
ENTREE DE FEIEY , : : : ; 5 .  Gounod-Saint-Saéns 62140 2.5C 


‘lea veteran French composer, Saint-Saéns, whose mastery of musical form has not been surpassed 
by that of any musician of his time, has here taken one movement from a ‘‘Suite Concertante’’ for 
piano and orchestra by another great French composer, Charles Gounod, and made of it a wonder- 
fully appealing new work for two pianos. Its virile and lovable melodies are set in a brilliant har- 
monic investiture and the whole is proclaimed in irresistibly stirring march rhythm. It marches 
sturdily, and it sings as it marches and the enraptured listener marches with it and glories in the 
march and the song. 


ETUDE, Nojcdo oe | eee ne Chopin-Brahms 62650 2.50 


We is Chopin’s Study in F Minor (Opus 25, No. 2), ‘‘one in which his individuality displays itself 
in a manner never to be forgotten; how charming, how dreamy it was! Soft as the song of a sleeping 
child,’’ wrote Schumann. Here this wonderful Etude is reset in double notes by Brahms and ar- 
ranged for two pianos, and the Misses Sutro have recorded a wonderfully beautiful as well as amaz- 
ingly skilful performance of this formidably difficult version. 


SLAVIC DANCE IN C MINOR, Ob. 46, INGy MY 5s Anton Dvordk 67800 2.50 


Gao spirit, dash, brilliance, and rhythmic precision characterize this superb performance on two 
pianos by Rose and Ottilie Sutro of an excellent arrangement from the orchestral score of one of 
Dvorak’s always popular Slavic Dances. This particular Dance is one of the most popular of the 
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Rosz aND OtTiLiz SutRo—continued 


whole set, and is inimitably vigorous and exciting because of its headlong movement and fresh 
melody. It shows the essence of Dvorak’s individualistic style, and is a brilliant and captivating 
work. It is intensely national, but it represents the folk-spirit idealized and adorned by all the re- 
sources of musical culture. 

Especial interest attaches to the Slavic Dances because they were the first of Dvorak’s composi- 
tions to make his name known to the world at large beyond his native Bohemia. In 1877, when 
Dvorak was 36 years old, Brahms induced the Berlin publishing house of Simrock to publish some 
of his music, and it was in response to an invitation from that house that he composed the Slavic 
Dances. ‘At the beginning of 1878,’’ says W. H. Hadow, “‘they were in print, and in a few months 
they had-roused the whole of Germany to the appreciation of a neglected genius. Henceforward his 
reputation was established beyond dispute. Like Byron, he awoke to find himself famous, and to 
look back upon the times of darkness and disappointments as a man looks back upon his dreams.”’ 
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Augusta Cottlow 


NOTHER brilliant and distin- 
guished American pianist who 
records her playing exclusively for 

the Duo-Art Piano, Augusta Cottlow was 
born in Shelbyville, Illinois, and received 
her first instruction in music from her 
mother. She began to play in public when 
only six years old, and at seven gavea reci- 
tal in Chicago, where later she studied 
piano with Carl Wolfsohn and harmony 
with F.G. Gleason. At thirteen her success- 
ful playing of Chopin’s E Minor Concerto 
under the baton of Anton Seidl led to a 
second and third reengagement in the same 
season. In 1896 she went to Europe and 
studied fora year with Busoni in Berlin, 
thereafter making very successful tours of 
Germany, Holland, England and Russia. 
Returning to the United States, Miss 
Cottlow made her American début as a mature artist at the Worcester Festival of 1900. In the 
ensuing years, alternating American and European concert tours, her fame spread both here 
and abroad, not only as a pianist of exceptional merit, but also as one of the first and foremost 
exponents of MacDowell’s music. She was untiring in her efforts to make this American 
composer’s larger works known to the American public and was one of the first pianists to 
play his music in European programs. 


Duo-Art Records by Augusta Cottlow 
DANSE ANDALOUSE, Op. 37, No.3 . : ; . Edward MacDowell 64409 2.25 


ihe this Danse Andalouse, the American composer MacDowell has caught very skilfully the spirit of 
the dance in that southernmost section of Spain which came most completely under the influence of 
the Moors and Arabs. The piece is a vigorous, whirling dance with peculiar shifting rhythms and 
snatches of typical Andalusian melody. It is the last of three morceaux for piano, after Victor Hugo, 
published under the group title of ‘‘Les Orientales,’’ (Opus 37); and its printed score bears these lines 
from Victor Hugo’s poem of that title: 
“Sous lV’ arbre a soie V oranger 
Dansaient les brunes Andalouse.”’ 
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Aucusta CotrrLow—continued 


FROM THE DEPTHS, Op. 55, No. 6 (From “‘Sea Pieces’’) Edward MacDowell 65039 2.25 


*©yro-- 


Tos osen Pieces,’’ a set comprising eight short pieces for the piano, MacDowell created some of 
the finest, noblest, most beautiful music thus far written by any American composer. 

‘From the Depths,”’ the title of which the composer supplemented with the motto: ‘‘And who 
shall sound the mystery of the sea?’’ is among the two or three finest of the set and reaches Mac- 
Dowell’s high-water mark. In this piece he celebrates the sea of Whitman’s magnificent apostrophe: 


Sea of stretched ground-swells, 

Sea breathing broad and convulsive breaths, 

Sea of the brine of life and of unshovell'd yet always ready graves, 
Howler and scooper of storms, capricious and dainty sea. 


Miss Cottlow has recorded an impressively beautiful interpretation of this fine bit of tonal 
poetry, conveying with spirit as well as appreciative understanding the composer’s superb gusto and 
unwearying imaginative fervor. 


OF BR’ER RABBIT, Op. 61, No. 2 (From “‘Fireside Tales’’) 
Edward MacDowell 63959 2.25 


SONATA EROICA, Op. 50 (‘Flos regum Arthuris’’), First Movement 
Edward MacDowell 70320 m 50 


VALSE IN A-FLAT, Op. 42 st eer meee) fees Frederic Francois Chopin 63599 2.25 
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Caro lyn “Beebe oa en 


AROLYN BEEBE was born -in 
Westfield, N. J., of New England 
parentage, both parents having de- 
scended from Puritan ancestors who came 
to America in the Mayflower. She studied 
the pianoforte with Joseph Mosenthal for 
three years before his death, and after that 
continued her studies in Europe with 
Moritz Moszkowski and Harold Bauer. 
After concertizing with success in Europe, 
she returned to the United States and 
speedily won wide recognition for musi- 
cianship as well as virtuosity. Miss Beebe 
was the organizer, and is the director and 
pianist of the New York Chamber Music 
Society of Piano, String and Wind Instru- 
ments. 
Miss Beebe records her interpretations 
exclusively for the Duo-Art Piano. Ceo 
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Duo-Art Records by Carolyn Beebe 


DUETTO IN A-FLAT MAJOR, Op. 38, No. 6 C‘Songs Without Words,” 
No. 18) : : : ; : ; Felix Mendelssohn-Bartholdy 65119 2.25 


Vane Duetto is one of the very few among Mendelssohn's fifty piano pieces issued in several books 
and called collectively ‘‘Songs Without Words,’’ to which the composer himself gave a distinctive 
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CaroLyn Beepe—continued 
title and the title ‘‘Duet’’ is a perfect characterization of the piece, for throughout its measures two 
voices are distinctly heard. The suave and flowing melody for the right hand and the simple but 
deftly accented accompaniment for the left sing together euphoniously, note for note, and are carried 
to a graceful climax; the whole piece, as well as each of its parts, being typical of Mendelssohn's 
mastery of form, beauty of melodic thought, and perfect contrapuntal control. 


LENTO (From Two ‘‘Pierrot’’ Pieces), Op. 35, No. 1 . Cyril Meir Scott 60538 2.00 


So unconventional, so novel, this slow Andante may be, as to require more than a single hearing for 
the grasping of its new beauty; but both beauty and charm are abundant in it, when once the ear has 
been attuned to its newness. The little piece is a romantic lyric that wings an upward flight, and 
sings as it rises, and lifts the listener into the empyrean. 


THE NIGHTINGALE (Le Rossignol) cee. | Aliabiev-Liszt 65457 1.75 


Te song of ‘The Nightingale’’ is the best known of about one hundred songs composed by a 
talented Russian amateur of the pseudo-national school which preceded Glinka, Alexander Nich- 
olaevich Aliabiev, who was born at Moscow in 1787 and died there in 1851. This song became 
widely known outside of Russia from having been introduced into the ‘‘Singing-lesson’’ in ‘"The 
Barber of Seville’? by Viardot, Patti, and Sembrich. Its melodic beauty and charm have been saved 
from oblivion by Liszt, whose transcendent transcription for the piano provides this lovely little 
gem with such an adequate and effective setting as its author himself was not able to achieve. 


PRELUDE IN B-FLAT, Op. 28, No. 21. .  . Frederic Francois Chopin 70277 .1.75 
PROPHET BIRD, Op. 82, No. 7 (From ‘‘Forest Scenes’”) Robert Schumann 61148 2.00 


Scrumann’s ‘Forest Scene$,’’ nine short piano pieces, were not composed until 1848 and 1849, 
when his powers had already begun to be obscured by the mental malady which a few years later 
ended his life. Yet they are as brimful of fancy as any of his works. Indeed, it is doubtful if he ever 
wrote a more consummate bit of musical symbolism than this light, flitting and airy ‘Prophet Bird,”” 
which is typical of the more delicate, elusive side of his oddly imaginative genius. 


QUARTET IN D MINOR—Second Movement (‘‘Death and the Maiden’”) 
Franz Schubert 5169 2.25 


In this Slow Movement from Schubert’s String Quartet in D Minor, which was not published until 
after his death, but which the musical world has long recognized as one of his greatest masterpieces, 
he again introduced one of his finest songs, ‘Death and the Maiden’’ (Op. 7, No. 3), and added to it 
five masterly and ravishingly beautiful variations. The exquisite theme forms the text for an eloquent 
discourse, in which chaste and expressive writing distinguish the whole movement. Although com- 
posed for strings, it makes a charming piano piece, particularly when played with the skill, fine 
musicianship, understanding and poetic feeling with which Miss Beebe has imbued the very beauti- 
ful interpretation here recorded. 


QUINTET, Or: 81 (Piano Part Only) . . . «. Antonin Dvorak 12069 2.25 
SONG, Op. 55, No. 5 (From ‘‘Sea Pieces’) . . . Edward MacDowell 60917 1.75 


MacDowett was a true poet of the sea, and his wonderfully eloquent set of ‘Sea Pieces’’ for the 
piano was composed when he was at the zenith of his powers. If the present ‘‘Song”’ is in lighter 
mood than others of those thrilling masterpieces in miniature, it is yet a charming and colorful bit of 
tonal painting. The sheet music bears as motto these lines, presumably of MacDowell’s own author- 
ship: 
A merry song, a chorus brave, 
And yet a sigh regret 
For roses sweet, in woodland lanes— 
Ah, love can ne er forget. 
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Wanzfred “Byrd 


INIFRED BYRD is a young (and 
diminutive) American pianist 


who came out of the backwoods 
of Oregon and entered the New England 
Conservatory, in Boston, at fifteen. Win- 
ning a scholarship there, she studied for 
several years under Carl Baermann, and 
after his death went to Berlin, where she 
became a pupil of Teresa Carreno. She 
made her first appearance in public recital 
‘in New York on February 27, 1918, at 
Aeolian Hall, winning plaudits from the 
critics as well as success with the public. 
She has a broad technic, musical tempera- 
ment and interpretative ability, and can 
develop a big tone. The crispness and deli- 
cacy of her style are well exemplified in the 
delightfulinterpretations whichsherecords 
for the Duo-Art Piano exclusively. 
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Duo-Art Records by Winifred Byrd 


DANCE OF THE GNOMES C‘Gnomenreigen’) . .  . Franz Liszt 63210 2.50 


'W inierep Byrp has recorded in this fine music roll a crisp, sparkling and wholly delightful per- 
formance of one of the most celebrated and most popular of Liszt’s original pianoforte compositions 
—the gay and sparkling ‘‘Dance of the Gnomes,”’ a masterly depiction in beautiful tones of the very 
spirit of fun and frolic and mischief and capricious grace. 


IMPROVISATION, Op. 46, No. 4 
MEDITATION (From ‘“‘Thais’’) . 


Edward MacDowell 63568 2.00 
Jules Massenet 60929 2.25 


Wy Sener Byrp has here recorded a finely felt and finely wrought interpretation of the immensely 
popular and ever delightful Méditation Religieuse from Massenet’s opera of Thais. It is not at all sur- 
prising that a repetition of this Méditation is demanded at every performance of the opera, for it is a 
gem of its kind—a most graceful and pleasing melody, simple, sensuous, pensive, “‘one of those 
heart-songs which enchant blasé experts as well as the general public.’’ In the opera it symbolizes in 
tones the conversion of Thais, having for its poetic content the words she addresses in the morning 
to the monk Athanaél, who has kept vigil on her doorstep through the night, ‘“Thy word has re- 


mained in my heart as a balm divine.” 


PERPETUAL MOTION (Rondo from Sonata, Op. 24) 


SHADOW DANCE, Op. 39, No. 8 


Carl Maria von Weber 6203-3 2.75 
Edward MacDowell 64728 2.00 


(Coreg dainty and delightful is Winifred Byrd’s performance of this nimble, sprightly, flickering 
Shadow Dance with its clever and novel modulations and harmonic figures which the hearer recog- 
nizes at once as thoroughly characteristic of MacDowell’s highly individualistic style. It is a roman- 
tic bit of musical impressionism, deftly realized, skilfully presented, captivating in its fancifulness 
no Jess than in the airy grace of its rhythmic appeal. 


TWO PRELUDES, Op. 28, Nos. 1 and 23 .  . ~~ Frederic Francois Chopin 60719 2.25 
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Ellen Ballon 


LLEN BALLON isa young Canadian 
pianist who has recently won note- 
worthy success in New York and 

other American cities. She showed remark- 
- able musical aptitude in early childhood 
and made her first public appearance in 
Montreal when only five years old. At 
seven she began her pianistic studies with 
Rafael Joseffy, being the youngest pupil 
ever accepted by that famous master, 
under whose guidance she remained for 
nine years. She then studied with Josef 
Hofmann for two and a half years, and 
later with Alberto Jonas. She has won 
high commendation from the critics both 
on her appearances as soloist with the 
leading orchestras and in recital. Her clean, 


crisp, brilliant playing, fine technical equip- <a e, 
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ment, musical understandin g, and interpre- SS Seis an AGO NNOROOHOHOOOOOHHANAAA@MAABARAAAAIRAa 
tativeindividuality give keen delight. Miss Ballon records for the Duo-Art Piano exclusively. 


Duo-Art Records by Ellen Ballon 


LOST ILLUSIONS, Op. 67, No. 2 (‘Songs Without Words,’’ No. 32) 
Felix Mendelssohn-Bartholdy 66388 2.00 


As is well known, Mendelssohn did not provide separate titles for many of his “Songs Without 
Words,’’ but most of the descriptive names which they bear were bestowed by publishers and others 
and were often chosen to heighten the sentimental interest in the music, as well as furnish some 
likely clue to the composer’s meaning. This one fits the content of the music fairly well, for the little 
piece has a wistful touch of melancholy about it that might be induced by the contemplation of Lost 
Illusions. It is based on a typically Mendelssohnian lyric theme, which has been unfolded and har- 
monized and developed with his keen sense for perfection of form, and his marvelous clarity, purity 
and unity of style. 


PRELUDE IN B-FLAT MINOR, Op. 28, No. 16 . Frederic Francois Chopin 64969 Des 


ihe Sixteenth Prelude,”’ says James Huneker, ‘‘is the boldest of the set. Its scale figures, seldom 
employed by Chopin, boil and glitter, the thematic thread of the idea never being quite submerged. 
Fascinating, full of perilous acclivities and sudden treacherous descents, this most brilliant of pre- 
ludes is Chopin in riotous spirits. He plays with the keyboard: it is an avalanche, anon a cascade, 
then a swift stream, which finally, after mounting to the skies, descends to an abyss. Full of imagina- 
tive lift, caprice and stormy dynamics, this prelude is the darling of the virtuoso. Its pregnant intro- 
duction is like a madly jutting rock from which the eagle spirit of the composer precipitates itself.” 


Weeemien BIRD (Etude), Op. 2, No.6. 9. = . Adolf von Henselt 65339 2.25 


Hensexr’s famous extension-study, ‘‘Were I a Bird, to Thee I Would Fly,”’ is an old-time favorite of 
many music lovers that still enjoys great and deserved popularity. Its composer was celebrated for 
his poetic piano playing, and poetic feeling permeates and characterizes this delightful little piece. 
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Eleanor Spencer 


LEANOR SPENCER, highlyaccom- § 

plished young American pianist, 

was born in Chicago and there made 
her first concert appearance at the age of 
ten years. She had the good fortune, how- 
ever, not to continue before the public in 
her childhood and the further good fortune 
to have her musical training entrusted to 
William Mason, one of America’s greatest 
music masters. When she was fourteen years 
old, Miss Spencer went to Europe to con- £ 
tinue her studies there, which she did for 
five years with Leschetizky and Harold 
Bauer. Thereafter, making her first appear- 
ance asa concert pianist in London,she won 
a signal success and high praise from the 
English critics for her intellectual, temper- 
amentaland distinguished playing. Toursin 
Germany and Holland followed, and then 
her European successes were repeated in extensive concertizing in America. American critics 
have pronounced her an artist of unusual gifts and accomplishments, a player of complete 
poise, thoroughly mistress of her own powers, which are fully and maturely developed, 
and endowed with a fine musical feeling. 
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Miss Spencer records her interpretations exclusively for the Duo-Art Piano. 


Duo-Art Records by Eleanor Spencer 


DREAMS OF VIENNA. Valse. . . Rudolf Sieczynski 62609 2.25 
HOLLAND'S PEASANT SONGS AND DANCES. Julius Roentgen 61887 1.75 


‘Tiss quaint little pieces are effectively linked together to make up this novel and captivating 
record-roll. The first is an old Dutch peasant song entitled, from the opening words of the text, 
“When Dear Father Courted Dear Mother.’’ Then comes, as the culminating central section of this 
clever and artistic group arrangement, a very spirited and jolly dance tune, most prettily set and 
with a rhythm of infectious gaiety; and this in turn is followed by another peasant dance, a sort of 
rustic minuet, which also has a naive charm all its own. 

Julius Roentgen, one of Holland’s foremost composers, has arranged for the piano these old 
Dutch peasant songs and dances of the seventeenth and eighteenth centuries, with the idea of keeping 
them unchanged in themselves while the harmonization has been added freely in order to bring 
them nearer to the present musical understanding. 


JUST FOR TONIGHT, Op. 52. : ; : : . Oskar Geiger 66897 1.75 


Jusr for Tonight”’ is an appealingly beautiful little piece by a contemporary composer who is a 
popular favorite of the day in Germanic lands, but whose work is unknown over here. Originally 
a song, to words by Richard Rillo, the piece consists of an eminently singable melody set very skil- 
fully and beautifully to a fine accompaniment appropriate to the theme of the song. Eleanor Spencer 
has made of it a delightful little Nocturne which she has interpreted very beautifully. 
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ELeaNnor SpeNcER—continued 
SPINNERS, Op. 13, No. 5 (From “In Brittany’’) : , Rhene-Baton 63099 2.25 


Here is arhythmically novel and a fascinating piece of music in modern tonalities and a thoroughly 
modern style by a contemporary French composer whose work is practically unknown in America. 
Using the whirring motion of the spinning wheels as a basis, the author has built up a clever and 
appealing tonal picture, translating that motion into sound and deftly interweaving into his new 
and strikingly rich and interesting musical fabric melodic hints and harmonic touches that are 
typical of the Breton peasants—a rude, sturdy people, obstinately adhering to their ancient super- 
stitions and traditions. Brittany is one of the most picturesque provinces in Europe, and M. Rhene- 
Baton has succeeded to an astonishing extent in putting that picturesque quality into the music 
of his pianoforte suite, ‘‘En Bretagne.” This is made up of six pieces, of which the present one is the 
fifth, and has for its full title, ‘‘Spinners near Carantec.”’ 

Miss Eleanor Spencer is the first pianist to play any of Rhene-Baton’s pieces on this side of the 
Atlantic, and she plays them with musical understanding and keen appreciation of their novel tonal 
effects and individualistic qualities. 
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Paquita Madriguera 


N one of the last letters he ever wrote, 
| Enrique Granados commended his 
favoritepupil, Paquita Madriguera,say- 

ing that she played his music better thanhe 
could play it himself; and before reaching 
her sixteenth birthday this youthful Span- 
ish genius had written 35 original com- 
positions, and had played many of them in 
public. She was born in Igualada, near Bar- 
celona, onSeptember 15,1900. Paquita play- 
ed the piano when she was three years old, 
produced her first littlecomposition atfour, 
and began serious musical study at the 
age of seven. Entering the Granados Acad- 
emy of Musicin Barcelona, she studied with 
Frank Marshall, assistant director of the 
Academy, and with Granados himself. 
When eleven years old she made her debut 
as a concert artist at the Music Palace in & 
Barcelona. Latershe won musical triumphs © 
at Madrid, Paris,and London,and in 1915 made the first of several visits to the United States. 

Senorita Madriguera records her interpretations only for the Duo-Art Piano. 


Duo-Art Records by Paquita Madriguera 
ALLEGRO DE CONCIERTO : : Enrique Granados 58308 2.00 


ats Concerto Allegro is a rather free but nonetheless dexterous weaving of Arabesque ornamenta- 
tion upon varied themes which stand forth with regnant individuality and appealing beauty. Now 
of gossamer lightness and grace, now of flashing brilliance, its variety and verve hold the listener 
spellbound. 


ANDANTE CANTABILE, Op. 24, No. 1 CViolin Accompaniment Roll) ; 
"4 Giovanni Sgambati 10408 2.00 
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Paguira MapriGuera—continucd 

ARABESQUEYNoO 2a Claude Achille Debussy 58088 2.00 

ARAGON. Fantasia (No. 6 Sem ¢ Suite agengaiils Any . Isaac Albeniz 62938 2.00 
die Fantasia as a whole is as capricious and wayward as the title would lead one to expect, yet 
it is by no means devoid of musical form. It starts off with a sprightly dance rhythm in brisk, 
staccato notes, and this is repeated after a contrasting middle section, when a more sustained melody 
interposes its snatch of song. It is a very interesting and effective as well as individualistic piece 
of modern music. 

BOLERO (Spanish Dance )s'Ore 12))Now ame : . Moritz Moszkowski 58598 2.00 
Moszxowsx1’s well-known and deservedly popular Bolero is an excellent example of this par- 
ticular and peculiar dance of Spain, with its brisk and fascinating rhythm and its rich local color. 

Its composer, though of Polish family, has grasped unerringly the form and captured the spirit of the 
thing no less successfully, so that his Bolero is a truthful as well as a brilliant piece of writing. 

CAPRICE ESPAG NOLES in AS MinoraOpss7 : . Moritz Moszkowski 60139 2.25 

CELEBRE SERENADE ESPAGNOLE;? Op 181) : . Isaac Albeniz 57987 1.75 

CONSOLATION, No. 3 : ‘ : : : Franz Liszt 60758 2.00 

CZARDAS (Violin econ pamimnen ; V. Monte 11788 2.00 


DANCE OF SATYR AND NYMPHS, and THE CARAVAN 
Paquita Madriguera 59208 2.00 


Waes Duo-Art Music Roll is unique, since these two dainty and fascinating little pieces by Paquita 
Madriguera have never before been published in any form. Sefiorita Madriguera is rarely gifted 
with a wealth of original and highly individualistic melody and with an exceptionally keen sense 
of rhythm; both of which qualities are abundantly attested in these charming little mood pictures in 
tone. Naive and peculiarly graceful is the little melody that forms the introductory theme of the 
Dance of Satyr and Nymphs, and most compelling is the rhythmic incisiveness of the whole piece. 
Indeed, almost Slavic in sharpness and intensity is the quality of the thudding rhythm of this frolic- 
some dance of a summer’s day in a woodland glade. In finely contrasted mood, the exotic Caravan 
moves in processional state to the droning accompaniment of pipes and the rhythmical beat of tomtoms. 


ESPANA (Rhapsody for two pianos). Accompaniment Roll, Emmanuel Chabrier 10469 2.25 
LA FILEUSE (The Spinner), Etude,Op.157,No.2 . . Joseph Joachim Raff 61378 2.00 


I; would be difficult to imagine a more daintily delicate or charmingly graceful interpretation of 
Raff’s well-known and deservedly popular Etude, ‘“The Spinner,’’ than is here recorded by Paquita 
Madriguera. The young Spanish pianist has lavished upon it her surprising art, very deftly establish- 
ing the tonal image of the whirring spinning wheel, and making its wooing melodies sing with 
dulcet beauty. 


FROM UNCLE REMUS, Op. 51, No. 7 
(From ‘‘Woodland Sketches’’) . .\ Edward MacDowell 58187 1.75 


litre group of ten small pieces of objective tone painting for piano, collectively called ‘‘Woodland 
Sketches,”’ is one of the master works of America’s foremost composer. Each of these sketches is, 
indeed, a flawless gem. This reminiscent little tale “‘From Uncle Remus,”’ slight as it is in poetic 
substance, is yet pure poetry executed with subtle charm and with a joyous humor that is not to 
be resisted. 


GOYESCAS INTERMEZZO ’ 5 ; : é Enrique Granados 58689 2.25 


eee Intermezzo was not included in the original score of the opera, but was composed for the 
first performance of *‘Goyescas,’’ after Seior Granados arrived in New York. Here presented in a 
pianoforte arrangement by the composer, it 1s a fascinating novelty, made up in part of characteristic 
themes from the opera and in part of new material. The hearer is first impressed by the oddity of 
its opening bars, but is soon intrigued by the beauty of its melody and the piquancy of its 
Spanish rhythm. 


LA MORENA (Caprice Espagnole), Op. 67 ’ Cecile Chaminade 61459 2.25 
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Paquira MapriGuERaA—continued 
LA MOUCHE (Romance sans Paroles), Op.12_ . 4 L. L. Delahaye 62839 2.25 
hae little Romance without words, curiously entitled ‘‘The Fly,”’ is a very effective and attractive 
bit of music, with a graceful, pretty singing melody, set to a whirring, buzzing accompaniment 
that is ingenious and novel. 
PAPILLONS (Butterflies), Op. 50, No.5. ; : : Ole Olsen 58719 2.25 


Or: Orssn, one of the foremost of Norwegian composers, and a pianist, organist and conductor 
of wide repute in Europe, has also won renown in his native land as a poet. This “’Papillons”’ 
proves that he can write music poetically. Animated, shimmering, graceful, dainty, and gay, the 
piece is an amazingly skilful and a very beautiful transmutation into sound of both the flitting 
motion and the flashing color of bright butterflies on the wing. 


PASTORAL. The Cuckoo’.~. : : ; .  Paquita Madriguera 58478 2.00 


flee cron the centuries, since the beginnings of modern music, the cuckoo’s call has occupied many 
composers, and they have treated it in all sorts of ways. But surely no other has ever built upon it 
anything more charming in its naive joy in Nature’s beauty or more lovely in its piquant grace, 
its smiling melody, its dainty rhythm, than this Pastoral by the little Spanish girl whose genius 
has impressed both Europe and America. The piece was composed when Sefiorita Madriguera was 
only ten, yet there is nothing childish about it, nothing trivial, nothing trite. 


SERENADE : ; : ; : 5 : . Paquita Madriguera 58809 2.25 


ieee appealing Serenade was written one night in San Francisco, when the youthful Spanish 
composer-pianist was visiting the Panama-Pacific Exposition, and where doubtless something that 
she had seen or heard in the course of the day had recalled in a vivid flash her home in far-off 
Barcelona. 

The piece is decidedly novel—just a bit exotic to American ears—but it is as entrancingly 
beautiful as it is novel. After an introductory figure in the bass, reiterated through several bars— 
the low-toned guitar’s preluding—the serenader’s song is sung full and clear with all the abandon 
of a passionate lover. This main theme of the work is an adaptation of an old Andalusian folksong, 
a richly colorful melody, quaint in line and movingly beautiful with a plaintive strain typical 
of much of the folk-music of Southern Spain. 


SERENADE. Violin Accompaniment Roll . ‘ : . Gabriel Pierne 10036 1.50 
SPANISH DANCE, Op. 12, No. 2 : : ; . Moritz Moszkowski 58917 1.75 
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Coenraad V. Bos 


OENRAAD V. BOS is an accom- 
G plished Dutch pianist who has won 

enviable laurels as an accompanist. 
He was born at Leyden, Holland, in 1875. 
Having completed the pianoforte courses 
at the Amsterdam Conservatory of Music 
under the tutelage of Julius Roentgen, he 
went to Berlin for further study in 1895. In 
1900 he becameaccompanist for Dr. Ludwig 
Willner, and for the ensuing twelve years 
he played for that celebrated Jzeder singer 
at all his concerts in Europe and accom- 
panied him on his three American tours. 
Since 1912 Mr. Bos has been the accom- 
panist of Mme. Julia Culp, and other dis- && 
tinguished concert singers, and has lived aS 
most of that time in the United States. ie 


Duo-Art Records Br Cn V. Bos 


ADELAIDE, Op. 46 (High Voice in B-flat) (Accompaniment Roll) 


Ludwig van Beethoven 11 538 


APRES UN REVE (Mezzo-Soprano in C Minor) (Accompaniment Roll) 
' Gabriel Fauré 


AUF DEM WASSER ZU SINGEN Ce in A- fap (Accompaniment 


Roll) : : Franz Schubert 
AVE MARIA, Op. 52, No. 6 Wen: Soprano in A-flat) (Accompaniment 
Roll) ; ; ; é Schubert 
BALLATELLA (Bird Song). pond si Paslaei” Coens in C) (Accom- 
paniment Roll) : Ruggiero Leoncavallo 


BY THE SEA (Am Meer) Chto comes (ee Roll) 


10478-S 


JTS 


11328 


10768-S 


Franz Schubert 11558 


CALM AS THE NIGHT (Alto in D-flat) (Accompaniment Song Roll) 


Carl Bohm 

CELESTE AIDA (Heavenly Aida). Romanza from ‘‘Aida.’’ (High Voice in 

B-flat) (Accompaniment Roll) Giuseppe Verdi 
DANNY DEEVER, Op. 2, No. 7 (Accompaniment Roll) GG Minor) 

Walter Damrosch 


DEDICATION (Widmung) (Mezzo-Soprano in C) (Accompaniment Roll) 


~ Robert Schumann 


DIO POSSENTE. From ‘‘Faust,’’ Act II. (Accompaniment Roll) 


11218-S 


12518-S 


12798-S 


10228-S 


Charles Francois Gounod 10878 
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CoenraaD V. Bos—continued 


DONNA E MOBILE (Woman So Changeable). From “‘Rigoletto.’’ (Tenor 


in B Major) (Accompaniment Roll) : Giuseppe Verdi 11418 
DREAM IN THE TWILIGHT, Op. 29, No. 1. (Tenor, or Mezzo-Soprano, 
in F-sharp) _.. Richard Strauss 11978-S 


DUETTO, in A-flat Major, Op. 38, No.6. C ‘Songs Without Words,’’ No. 18) 
Felix Mendelssohn-Bartholdy 60218 
E’ER SINCE THE DAY WHEN UNTO THEE I GAVE ME, from “‘Louise.”’ 
(Soprano, in G) (Accompaniment Roll) . Gustave Charpentier 11298 
GOOD-BYE (Mezzo-Soprano in F) (Accompaniment Roll) Paolo Tosti 10176-S 
I LOVE THEE, Op. 41, No. 3 (Mezzo-Soprano in C) (Accompaniment 
Roll) . Edvard Hagerup Grieg 10428-S 
IMPATIENCE (Ungeduld) (Soprano, or Tenor, in A) (Accompaniment Roll) 
Franz Schubert 11308 
I NE’ER COMPLAIN (lIch Grolle Nicht). (Soprano, or Tenor in B) (Ac- 
companiment Roll) 4 : : : . Robert Schumann 11378-S 
IN THE SILENCE OF THE NIGHT, Op. 4, No. 3. CHigh Voice in F) (Ac- 
companiment Roll) ; Serget Rachmaninoff 12568-S 
IN THIS SOLEMN HOUR (Tenor and Baritone Duet in C Minor) (Accom- 
paniment Roll) —. , Giuseppe Verdi 12488-S 
THE LORD IS MY LIGHT (B-flat) (Accompaniment Roll), Frances Allitsen 12378-S 
THE LORD IS MY LIGHT (D) (Accompaniment Roll), Frances Allitsen 12498-S 
THE LOTUS FLOWER (Soprano in F) (Accompaniment Roll) 
Robert Schumann 10848-S 
MORNING HYMN, Ob. 46, No. 4 (Soprano in E) (Accompaniment Roll) 
Georg Henschel 11177 


MY HEART AT THY DEAR VOICE. From ‘‘Samson and Delilah’? (Mezzo- 
Soprano in D-flat) (Accompaniment Roll) 


Charles Camille Saint-Saéns 10688-S 

NON DESTARMI (I Would Linger). From ‘‘Romeo and Juliet.’’ Soprano 
in G) (Accompaniment Roll) . Charles Francois Gounod 11258-S 

THE NUT-TREE (Der Nussbaum), Op. 25, No. 3. (Soprano, or Tenor, 
in G) (Accompaniment Roll) , ; . Robert Schumann 11278-S 

O LOVE THY HELP, From ‘‘Samson and Delilah.’’ (Mezzo-Soprano in F) 
(Accompaniment Roll) . . Charles Camille Saint-Saéns 10819-S 

OMBRA MAI FU (Largo), from ‘‘Xerxes.’’ (Contralto in E-flat) (Accom- 
paniment Roll) : : : George Frederick Handel 11348 

ONE FINE DAY. From ‘‘Madama Butterfly.’’ (Soprano in G-flat) (Ac- 


companiment Roll) . Giacomo Puccini 10748-S 
ON WINGS OF SONG, Op. 34, No. 2. (Mezzo-Soprano in F-sharp) 
(Accompaniment Roll) . >». Felix Mendelssohn-Bartholdy 10198-S 


OPEN THY BLUE EYES. (Mezzo-Soprano in F) (Accompaniment Roll) 
Jules Massenet 10278-S 

O, REST IN THE LORD, from ‘‘Elijah.’’ (Contralto in C) (Accompani- 
ment Roll) : ; : . Felix Mendelssohn-Bartholdy 11268 


PRELUDE TO ‘‘PARSIFAL”’ : , , : Wagner-Heintz 6584-3» 


Pagstrat,” the last product of Richard Wagner’s long creative activity, is, as everybody knows, 
a religious lyric-drama based on certain medieval legends of the quest of the Holy Grail. Its Prelude 
is intended as an initiation into the sacred mysteries of which the drama is the elucidation. It at 
once takes the hearer into the characteristic mood and atmosphere of the play—the mood of sol- 
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CoznraavD V. Bos—continued 
emnity and reverential awe. Wagner himself explained the fundamental ideas of this Prelude in a 
note written for his patron, King Ludwig II, as follows: 

‘*Love—Faith—Hope.”’ 

First Theme: Love 

‘Take ye my body, take my blood, in token of our love!’ (Repeated in faint whispers by angel 
voices.) ‘‘Take ye my blood, my body take, in memory of me!’’ (Again repeated in whispers. ) 

Second Theme: *'Faith.”’ 

Promise of redemption through faith. Firmly and stoutly faith declares itself, exalted, willing 
even in suffering. To the promise renewed Faith answers from the dimmest heights, as on the pinions 
of the snow-white dove, hovering downwards, usurping more and more the hearts of men, filling 
the world, the whole of nature with the mightiest force, then glancing up again to heaven's vault as if 
appeased. But once more, from out the awe of solitude throbs forth the cry of loving pity: the agony, 
the holy sweat of Olivet, the divine death throes of Golgotha; the body pales, the blood flows forth 
and glows now in the chalice with the heavenly glow of blessing, shedding on all that lives and 
languishes the grace of ransom won by love. For him who—fearful rue for sin at heart—must quail 
before the Godlike vision of the Grail, for Amfortas, sinful keeper of the halidom, we are made 
ready: will redemption heal the gnawing torments of his soul? Once more we hear the promise 
and—we hope! 

The unique and moving beauty, the mystic fervor and solemnity of this wonderful music are 
finely conveyed in the excellent piano transcription here superbly played by Mr. Bos. 


PIERETTE, Op. 41 ; : f . : ; : Cecile Chaminade 59947 


lee charming little piece is confessedly a musical portrait of a French coquette. Mme. Chaminade 
nerself has said of it: ‘‘Our ‘Pierette’ is a coquette, fantastic and despotic. By this 1s meant that the 
piece demands strict observance of its import, the silences, the accents, and in a word demands ‘poise.’ 
Beware of a lack of firmness, as that destroys the peculiar character it is desired to suggest, which 
is expressed by the word ‘chic,’ a banal word, but nevertheless one well adapted to music, that 
cannot be replaced by any equivalent.”’ 


PIRATE SONG (Accompaniment Roll) (CC Minor). Henry F. Gilbert 12878-S 


PROLOGUE TO ‘‘I PAGLIACCI.”’ (Baritone in C) (Accompaniment Roll) 
Ruggiero Leoncavallo 11188 


ROMANCE (Mezzo-Soprano in D) (Accompaniment Roll), Claude Debussy 10348-S 
ROSARY, THE (Mezzo-Soprano in B) (Accompaniment Roll) 
Ethelbert Nevin 10248-S 
SAPPHIC ODE (Mezzo-Soprano in F) (Accompaniment Roll) 
Johannes Brahms 10558-S 
SHADOW DANCE. From ‘“‘Dinorah.”’ Sua in F Major) (Accompani- 
ment Roll) : . Giacomo Meyerbeer 11518 
THE TROUT (te Forelle) option in De Aa) CAtronte tamer Roll) 
Franz Schubert 11207-S 
TWO GRENADIERS, THE, Op. 49, No. 1 (Baritone in G Minor) (Ac- 


companiment Roll) . Robert Schumann 10318-S 
VAIN SUIT, THE CVergebliches SIND Op. 84, No. 4. (Medium 

Voice in G) (Accompaniment Roll) Cre Johannes Brahms 11318 
VISSI D’ARTE, VISSI D’AMORE, from ‘‘La Tosca.’’ (In D) C(Accompani- 

ment Roll) : .  Gutacomo Puccini 12268-S 
VISSU DAR TE. aViSsLD; AMORE, tres ies inten ’ (Soprano in E-flat) 

(Accompaniment Roll) . : . Giacomo Puccini 10728-S 
WALTER’S PRIZE SONG CFrom ~The Nissen inear of Nuremberg’’) 

(Accompaniment Roll) (Tenor, inC) . . . Richard Wagner 12938-S 


WHITHER (Wohin) (Soprano, or Tenor, in G) (Accompaniment Roll) 
Franz Schubert 11288-S 
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Frank La Forge 


“VRANK LA FORGE, who enjoys a 
PF rvoracwia reputation as an unsur- 
passed accompanist,was bornat Rock- 

ford, Illinois, in 1879. He received his first 
piano lessons from an oldersister, then stud- 
ied piano and harmony with Harrison M. 
Wild in Chicago, and continued his studies 
in Viennaasa pupil of Leschetizky in piano- 
playing and of Labor and Navratil in com- 
position. Mme. MarcellaSembrichengaged 
him as her exclusive accompanist and for 
six years he appeared with her on her tours. 
Since her retirement he has accompanied 
many other leading singers. He has com- 


Mr. La Forge records his playing ex- 
clusively for the Duo-Art Piano. 


Duo-Art Records ie F ee La Forge 


AH, MOON OF MY DELIGHT. From “‘In a Persian Garden.’’ (Tenor in 
G) (Accompaniment Roll). . Liza Lehmann 10898-S 


AT MORNING (Accompaniment Roll) (High Voice, in D Major) 
Jeanne Boyd 12848-S 
BY THE WATERS OF MINNETONKA Sears in A) (Accompaniment 
Roll) ; ; . Thurlow Lieurance 10166-S 


CHE FARO SENZA EURIDICE a Cannot Live Without My Euridice) 
(From ‘‘Orpheus’”) (Accompaniment Roll) (Alto, in @ 
Christoph Willibald Gluck 12898-S 


CRADLE SONG (Mezzo-Soprano in D-flat) (Accompaniment Roll) 
Alexander MacFayden 11576 


DOWN IN THE FOREST. From ‘‘A Cycle of Life.’’ (Soprano in E) 
(Accompaniment Roll). ’ Landon Ronald 11157 


THE FIELDS OF BALLYCLARE (Accompaniment Roll) (In G) 
Florence Turner-Maley 12958-S 


FLANDERS REQUIEM (America’s Answer). For Chorus of Men's Voices 


in E(Accompaniment Roll). : Frank La Forge 11006 
FLOODS OF SPRING, Op. 14, No. 11. ree Voice in E-flat) (Accom- 
paniment Roll) : Sergei Rachmaninoff 11888 


I CAME WITH A SONG. Gas Voice in G-flat) (Accompaniment Roll) 
Frank La Forge 10988-S 
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IN AN OLD-FASHIONED TOWN (Low Voice in D-flat) (Song Roll’) 


W. H. Squire 101405 
INVICTUS (Medium Voice in G Minor) (Accompaniment Roll) 
Bruno Huhn 12107-S 
I PASSED BY YOUR WINDOW. (Accompaniment Roll) (E-flat) 
May H. Brahe 12808-S 
LIKE A ROSEBUD CF, High Voice) (Accompaniment Roll), Frank La Forge 10078-S 
MARGARET AT THE SPINNING WHEEL, Op. 2 : talipae CAccompani- 
ment Roll) : Franz Schubert 10888-S 
NO MORE CAROLS THE SWEET NIGHTINGALE, Op. 20, No. 2. 
(F Major) (Accompaniment Roll) . . Alexander Gretchaninov 12438-S 
OH, THAT WE TWO WERE MAYING, Ob. 2, No. 8 (High Voice in 
A-flat) (Accompaniment Roll) +a ier: Ethelbert Nevin 11638 
OND YSTOsIHEE: arenas and Alto Duet in D Major) (Accompaniment 
Roll) ; ; ; ‘ Saint-Saéns-Brancomb 11917 
THE OPEN SECRET (Soprano in D-flat) (Accompaniment Roll) 
Huntington Woodman 10857-S 
PASSING BY. (Accompaniment Roll) CLow Voice in F) Purcell-Fisher 12926-S 
PIRATE DREAMS SSR cit Voice in A-flat) (Accompaniment 
Roll) ; : f ‘ : Charles Huerter 11056 
ROMANCE : : : ; ; : ; : Frank La Forge 62799 
ROADWAYS (B-flat) (Accompaniment Roll) ; John Densmore 12018-S 
SONG OF THE OPEN (High Voice in F Minor) (Accompaniment Roll) 
Frank La Forge 12458-S 
SPRING SONG OF THE ROBIN WOMAN. From ‘“‘Shanewis’’ (Accom- 
paniment Roll) : : : Charles Wakefield Cadman 12128-S 
STANDCHEN (Serenade) (Soprano in F-sharp) (Accompaniment Roll) 
Richard Strauss 10868-S 
VALSE DE CONCERT : : ; ‘ . Frank La Forge 65908 
VOICE OF SPRING, THE plans and Contralto ree (Accompaniment 
Roll) : ; : : Arthur Foote 12258-S 
WHERE MY CARAVAN HAS RESTED. (From ‘‘Romany Songs’’) Clow 
Voice in E-flat) (Accompaniment Roll) . Hermann Libr 11118 
YOUR TINY HAND IS FROZEN. Rudolph’s song from ‘‘La Boheme.”’ 
(Tenor in D-flat) (Accompaniment Roll) Giacomo Puccini 11528 
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Andre Benoist 


N excellent pianist and one of the 
most distinguished accompanists 
ofhistime, Andre Benoist was born 

in Paris, on April 4, 1882, and received his 
musical training at the Paris Conservatory. 


His teachers in piano playing were Emile 
Decombes, Raoul Pugno, and CamilleSaint- 


Saéns. He accompanied Eduard Remenyi on 
that famous violinist’s last concert tour 
(1897-8), and since that time has served as 
accompanist for many celebrated soloists. 

Mtr. Benoist records his playing exclu- 
sively for the Duo-Art Piano. 


Duo-Art Records by 
Andre Benoist 


AIRS RUSSES (Russian Melodies) for eelin 7 eae Roll) 
Henri Wieniawskt 
ALABAMA (Southern Melody and Dance in Plantation Style) for Violin (Ac- 
companiment Roll). ; . Albert Spalding 
CAPRICE VIENNOIS, No. 2, for Violin Bre nimnicnt Roll) 
Fritz Krezsler 
LA CAPRICIEUSE, Or. 17 (Violin Accompaniment) Sir Edward Elgar 
CONCERTO in E Minor for Violin, Or. 64 Felix Mendelssohn- ee 
First Movement Seeeeanimcot eo 
Second Movement 
Third Movement . Sf a 
LA FOLIA (Violin Accompaniment) Cae S ie 
GIPSY AIRS (Zigeunerweisen), for Violin, Op. 20. (Accompaniment Roll) 
Pablo de Sarasate 


GUITARRE . : : ‘ Moritz Moszkowskz . 
VALSE BLUETTE ation lecea ea . Richard Drigo 
HUMORESQUE, Op. 101, No. 7. (Violin ee ae Dvorak-Kreisler 
THE BEE. (Violin Accompaniment) e Franz Schubert 
INTRODUCTION AND RONDO CAPRICCIOSO, i Violin, Op. 28 
(Accompaniment Roll) . Camille Saint-Saéns 
PERPETUAL MOTION, for Violin, Oh 34, No. 5 (Accompaniment Roll) 
Franz Ries 


POLONAISE BRILLANTE, for Violin, Op. 4 (Accompaniment Roll) 
Henri Wientawskz 
ROMANCE IN F, Op. 50—Adagio Cantabile (Violin Accompaniment) 
Ludwig van Beethoven 
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SCHERZO-TARANTELLE, for Violin, Or. 16 (Accompaniment Roll) 
Henri Wientawski 12080 2.50 


SONATA IN F MAJOR,.for Violin, Op. 8 . Edvard Hagerup Grieg 
First Movement (Accompaniment Roll) : ; 11798 2.00 
Second Movement (Accompaniment Roll) 11808 2.00 
Third and Fourth Movements (Accompaniment Roll). A 11818 2.00 
VARIATIONS ON A THEME BY CORELLI, for Violin (Accompaniment 
Roll) : : : , ; : : Tartint-Kreisler 11828 2.00 


Harold Samuel Fe 


AROLD SAMUEL was born in Lon- 
H don, England, in 1879, and received 

his musical training at the Royal 
Academy of Music under the tutelage of 
Edward Dannreuther and Sir Charles Vil- 
liers Stanford. He made his debut as a 
concert pianist in 1894, and later returned 
to the Royal Academy of Music as pro- 
fessor of piano playing. 

Mr. Samuel has made the clavier music 
of Johann Sebastian Bach his specialty, is 
internationally recognized as an authority 
on that music, and has accomplished the 
unique achievement of making a great 
popular success of a series of six piano 
recitals devoted exclusively to Bach. When &} 
he first announced a ‘“‘Bach Week’’ in B@ 
London a few years ago, giving sixrecitals e\\—A. ge oo ae 2 
in six successivedays,itwas freely predicted (& Xggge SIEM III TIN IM Sasi 
that the venture would bea failure, because S*=@0SnnnOGOnGOTOOOOAROONSATANACAAACA 
of the lack of popular appeal. But the experiment was so marked a success that he has since 
repeated the series each season, not only in London, but in several other English cities. 

Mr. Samuel made his first visit to America in 1924, at the invitation of Mrs. Elizabeth 
Coolidge, to play at the Berkshire Chamber Music Festival. He had planned to give only 
two recitals, but his success was so noteworthy that he was asked to appear at a concert 
of the Beethoven Association in New York City, and also in recital in Boston, and at Yale, 
Bryn Mawr, and Vassar colleges. He returned in the season of 1925-6 for a transcontinental 
tour; and in January, 1927, he came again and gave his famous Bach Week in many 
American cities. 

Harold Samuel records his playing for the Duo-Art Piano exclusively. 


Duo-Art Records by Harold Samuel 


FRENCH SUITE, No. 6, in E—Allemande; and Courante 
Johann Sebastian Bach 7JO809 2.25 
FRENCH SUITE, No. 6, in E—Sarabande . ‘ Johann Sebastian Bach 70819 2.25 
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Clarence Adler 


HEN a small boy, Clarence Adler 
became known to the Amer-- 
ican concert stage as a musical 


prodigy. Several years of study abroad with 
Leopold Godowsky and Alfred Reisenauer, 


ropean capitals, ripened him into a mature 
artist. In recent years he has appeared fre- 
quently with the foremost chamber music 
organizations, both as ensemble player and 
as soloist; also with some of the best Amer- 
ican orchestras, and thus, as well as by his 
numerous recitals, has won wide recogni- 
tion asa virtuoso whose interpretations are 
both technically brilliant and poetic in 
feeling. Mr. Adler records his interpreta- 
tions only for the Duo-Art Piano. 
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AIR DE BALLET, Or. 30, No. 1 : 5 d * Cecile Chaminade 56649 2.25 


Mate. Crammvape has composed a considerable series of Airs de Ballet, and indeed is most widely 
known by these bright and clever pieces, which are yet without a suggestion of the trivial or 
frivolous Thus the brilliancy and nervous energy of this particular example are never allowed to 
degenerate into vulgar noise. It sparkles like French wit, a form of which, indeed, it is. 


Alem DALLET, Or. 36, No. 5 : , : . Moritz Moszkowski 64398 2.00 


Lixe everything Moszkowski has composed, this charming little piece is an embodiment of refined 
beauty and grace. It is sweetly melodious, and its lilting melody is most skilfully and effectively 
harmonized with an accompaniment of delicate and sparkling arabesquerie in runs, arpeggios, and 
the like. A thoroughly joyous and captivating bit of music. 


AU MATIN, Op. 83. : ; : ; , Benjamin Godard 56847 1.75 
AU Gein Or. 35, No.2. F : ; ; : Cecile Chaminade 58277 1.75 


Tus tender and moving reverie of Autumn was written when the composer had reached the fullness 
of her powers as a subtle delineator of mood pictures in tone. Of that class of her work to which 
this lustrous gem belongs Mme. Chaminade herself has said: ‘‘It is not for children that these later 
pieces have been composed. In the short serenity of their lives there is no place for memories. These 
dream-pictures are for those who still regret the beautiful years of careless laughter and happiness; 
for those who are acquainted with grief and who have memories; it is those, doubtless, who will best 
understand their inner meaning.”’ 


BADINAGE a ’ : x ; : : F Victor Herbert 56947 1.75 


Vicror Herert’s dainty and delightful little ‘‘Badinage’’ is here recorded with an archness 
and grace that conveys its capricious charm. That charm has been universally acknowledged, 
and though the little piece was given to the world more than a quarter of a century ago, its gracious 
beauty is unimpaired by the lapse of years. 


BERCEUSE. From Jocelyn Benjamin Godard 57467 1.75 


Sood 


DUO-ART PIANO MUSIC 
0) a SS eee os. 


CLARENCE ADLER—continued 


CRESCENDO : : : Eduard Lassen 60448 2.00 
BRLEVATION? Ore 764 Now Renee sans Pareles Cecile Chaminade 58348 2.00 


Perreeree familiar to all music lovers who are acquainted with the highest type of salon music, 
this Romance without Words ts universally recognized as just about the finest of the many piano- 
forte pieces composed by that rarely gifted Frenchwoman, Cecile Chaminade. It may be said that 
nearly all of her music breathes the true spirit of romance. Her themes are never commonplace, 
never affected; and they are gracefully supported by fluent, appropriate and finely blended har- 
monies. But here there is something more and something higher than some of her little pieces, 
interest-intriguing as they may be, have shown; here there is fine sincerity and genuine nobility. 


FIFTH NOCTURNE, Op. 52 : : ; : . Ignace Leybach 58286 1.50 


Pe old favorite among salon pieces as interpreted by Clarence Adler for the Duo-Art Piano will 
awaken fond memories among older hearers and make new friends among younger, for Mr. Adler 
has played it sympathetically, voicing its melting melody and its graceful rhythm with satis- 
fying artistry. 


FUNERAL MARCH OF A MARIONETTE . Charles Francois Gounod 64038 2.00 
KOL NIDREI, Op. 47. (Arranged for Pianoforte by H. Reimann) Max Bruch 59429 2.25 


ae hauntingly lovely adagio is founded on a pathetically moving melody—a melody of lament, 
of very ancient Hebrew origin, which 1s still in regular use in the synagogue ritual for Yom Kippur, 
the Day of Atonement. Bruch’s treatment of it is nothing less than masterly in every detail, and 
exhibits his rare skill 1n choosing the most suitable, favorable and effective form for his musical 
ideas, his keen, artistic feeling for external harmony, and his artistic sense of proportion. 


LAST HOPE (Religious Meditation), Op. 16 . Louis Moreau Gottschalk 58577 1.75 


Onz of the earliest American composers of pianoforte music, Gottschalk was also a virtuoso 
whose playing and compositions enjoyed a great vogue throughout the United States for many 
years. Today most of his compositions are forgotten. But everybody knows the ‘‘Last Hope,’’ the 
lovely melody of which has found its way into all the hymn books, having been harmonized for 
several different sets of words. Its appropriateness for such treatment cannot be disputed, for its 
characteristic beauty is unmistakably devotional, and its author himself called the piece a ‘‘Re- 
ligious Meditation.”’ 


THE VOREEET Ors 3 : . Hans Seeling 58447 1.75 
NORWEGIAN DANCE, in A ees ‘Ore Sb No. 2 (Trio for Violin, 

‘Cello and Piano. Piano part only) : Edvard Hagerup Grieg 11908 2.00 
ROMANCE, Op. 45, No.1 . ; ' ; Alfred Grinfeld 58948 2.00 


Arrep Grinrexn’s “Romance” has long been popular with all classes of music lovers, and in 
the form of a Pianola music-roll it has had an exceptionally large sale and distribution. The reason 
for this is not far to seek; for the piece exerts the charm of simple lyric beauty. Its appeal is direct 
and unsophisticated—the sure appeal of sweetly ingratiating melodies, set in effective and nobly 
beautiful chord progressions. 


SERENAMAS Op al5 aNOuw ; . Moritz Moszkowski 60636 1.50 


SIMPLE AVEU (Simple Confessions). Sens arse Words. 
Francis Lucien Joseph Thomé 59597 1.75 


TRIO Ge Minors OpalNo. 3s. ‘ Ludwig van Beethoven 
First Movement (Piano part only) . ; TISS See 2.25 
Second Movement (Piano part only) : ; 11968 2.00 
Third Movement (Piano part only) : : 12048 2.00 
Fourth Movement (Piano part only) : 12059 2.25 
WALTZ, Op. 60, No. 5. From Bohemian Suite . ' . Rudolf Friml 568390 1.75 
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Ernesto Berumen 


RNESTO BERUMEN is a young 
| Mexican pianist of great natural tal- 

ent and long and careful schooling in 
his art. He makes his home in New York 
City, where he has won enviable success. 
Mr. Berumen records his interpretations 
only for the Duo-Art Piano. 


Duo-Art Records by 


Ernesto Berumen 


BALLET DES OMBRES HEUREUSES 
Gluck-Friedman 61858 2.00 


Arrer more than a century and a half of 
change and development, Gluck’s opera of 
“Orpheus and Eurydice’’ (it was produced in 
1762) has lost none of its power to charm. 
This Dance of the Happy Shades occurs in the 
third act of the opera. Orpheus has won his 
way through the underworld, and as he enters 
the Elysian Fields, lost in wonder at the 
magical beauty of all around him, the spirits 
_ of the blest disport themselves and finallybring "=" 
his lost beloved to him. The scene is a remarkable instance of Gluck’s pictorial power. Simple as 
are the means he employs, the effect is extraordinary. The murmuring of streams, the singing of birds, 
and the placid beauty of the landscape are depicted with a touch which, if light, is infallibly sure. 
In this Friedman transcription, Gluck’s wonderfully beautiful melody is appropriately har- 
monized and decorated with a dainty and delicate arabesquerie in keeping with its quaint char- 
acter and time. 


CANZONETTA, in D Major : : : : : Edouard Schuett 62438 2.00 


As its name indicates, a Canzonetta is a short song of a light and airy character, or a little instru- 
mental piece written in more or less strict imitation of the style of such songs. 

The present example by Edouard Schuett is an appealingly beautiful little song without words, 
delicately sung to an appropriately simple but effective accompaniment. 


MALAGUENA. ‘‘Rumors of the Caleta’ (No. 6 of ‘‘Souvenirs of Travel’”) 
Isaac Albeniz 67827 1.75 


Ta Malaguena is a slow and sensuous dance of the province of Malaga. Chabrier, in his remarkable 
letters from Spain, wrote of it: ‘‘It is impossible to write down the Malaguena. It is a melopoeia, 
however, which has a form and which always ends on the dominant, to which the guitar furnishes 3-8 
time, and the spectator (when there is one) seated beside the guitarist, holds a cane between his legs 
and beats the syncopated rhythm; the dancers themselves instinctively syncopate the measures in a 
thousand ways, striking with their heels an unbelievable number of rhythms.’’ Gautier called this 
dance‘ ‘charmingly poetical.”’ 

Certainly the music of this Malaguena by Isaac Albeniz, is poetical, charmingly melodious, 
and rhythmically of compelling interest. Rich in local color, and steeped in an exotic atmosphere 
unmistakably suggestive of Spain, it is a delightfully novel and individualistic bit of music. 


NOVELLOZZA (Bluette), Op. 47 d A : Benjamin Godard 62789 2.25 
LA PALOMA (The Dove) . : : : : Sebastian Yradier 61697 1.75 


A DASHING, brilliant and virile performance of Sebastian Yradier’s piquant Spanish dance, La 
Paloma—long a favorite with music lovers everywhere—is here recorded by Mr. Berumen, who 


has played it in typical Mexican fashion, which in nowise detracts from its popular appeal, but 
rather adds an element of novelty that will serve to increase that popularity still more. 


LES SYLVAINS (The Fauns) ‘ Cecile Chaminade 63648 2.00 
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John Alden Carpenter ©) 


S his name indicates, John Alden 
Carpenter is of old American an- 
cestry. He was born in Park Ridge, 

Ill. a suburbsot Chicacominwio7ometlic 
mother taught him piano until his twelfth 
year, when he began three years of study 
under Amy Fay, followed by two more 
with W. C. E. Seeboeck, with whom he 
also began the study of theory. Then he 
went to Harvard University, where, be- 
sides taking the regular academic course 
(receiving his B. A. in 1897), he pursued 
the full course in music under Professor 
John K. Paine. During several months 
abroad, he studied with Sir Edward Elgar. 
Returning to Chicago, he became a pupil 
of Bernhard Zichn and remained with that Eonar owl <= 
master theorist until his death in 1912. Mr. {Eid acctoubeCauDecenseCeseuvecdsaudaasaadaaanaaaWw ¥. 
Carpenter believes that there will be a real American school of composition; that it will not 
be negro or Indian, not based on any local or isolated aspect of American life, but will 
represent American life as a whole; a truly individual and cosmopolitan school. His own 
compositions are a noteworthy beginning toward the justification of that belief. He has 
published an orchestral suite entitled ‘“‘Adventures in a Perambulator,’’ a Concertino for 
Piano and Orchestra, a sonata for violin and piano, three song cycles, many separate songs, 
and several piano pieces. He is the author also of a symphony (unpublished) and a ballet- 
pantomime entitled ““The Birthday of the Infanta,’’ which was produced with success by 
the Chicago Opera Association. 


Mr. Carpenter records his interpretations only for the Duo-Art Piano. 


A Duo-Art Record by John Alden Carpenter 


TANGO AMERICAINE ' ; : é f John Alden Carpenter 64830 2.50 


Here is a novel, interesting, highly individualistic and delightful piece of new music that is 
thoroughly American in its sincerity of style and feeling and that is as skilfully wrought as it is 
delightful. Built on a simple but distinctive tune of a peculiarly ingratiating quality, despite its 
almost naive lack of apparent prepossession, it is most cleverly developed in modern and original 
harmonies and sturdy, forceful, appealing rhythm. The Tango is a dance of Mexican origin in which 
the dancing of negroes was imitated. Originally its music was similar in rhythmic style to that 
of the Habanera (a Spanish dance made familiar the world around by Bizet’s ‘‘Carmen’’), but 
played half as fast again, and worked up faster and faster until it ended abruptly like the conven- — 
tional dances of the modern ballet. Mr. Carpenter has not followed this original rhythmic style very 
closely, but has refined and modified it to suit his purpose and added an elevating gracefulness. 
Here is something new and personal, and promising in American music. 
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Heinrich Gebhard 


EINRICH GEBHARD has made 

his home in Boston for so long 

that he is usually called a Boston 
pianist. He was born at Sobernheim, near 
Bingen-on-the-Rhine, in 1878, and began 
his music lessons with the leader of a mil- 
itary band. He came to America when he 
was ten years old, and studied the piano- 
forte and theory with Clayton Johns, and in 
1896 gave a concert with orchestra in Bos- 
ton, the program of which included a so- 
nata of his own for piano and violin. In 
1896 he went to Vienna, where he studied 
for three years with Leschetizky, the fa- 
mous pianoforte teacher, and also took les- 
sons in composition from Heuberger. Re- 
turning to Bostonin 1899, he has since given 
manyrecitalsandappearedasconcert pianist 
with the leading orchestras and chamber & 
music organizations throughout the country. Mr. Gebhard’s compositions include a string 
quartet and a goodly number of piano pieces. He records his interpretations only for the 
Duo-Art Piano. 
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Duo-Art Records by Heinrich Gebhard 


DANSE CHARACTERISTIQUE, Op. 72, No. 4 Peter [lich Tchaikovsky 62449 2.25 
EN VALSANT ; 4 : ‘ 2 ; : ’ Heinrich Gebhard 61838 2.00 


A concert waltz of his own composition, with a pleasing melody, brilliant harmonization and an 
irresistibly swinging rhythm, is here splendidly played by Mr. Gebhard. 


LOVE POEM ; : ; : : : : : Heinrich Gebhard 61648 2.00 


Like a waft of perfume from tropical flowers is this very swect and pretty and intriguing little piece. 
Its beautifully simple melody is sung at first to an equally simple harmonic accompaniment, but this 
gradually works up to a passionate climax, as its title leads us to expect. 


RIGAUDON, Op. 49, No. 2 Edward MacDowell 61968 2.00 


Elite Rigaudon (or Rigadoon, as it has long been known in English) was a lively dance, remarkable 
for its peculiar jumping step, which probably originated in Provence and was much in vogue in 
France in the time of Louis XIII. Rousseau said that this dance was invented by a Frenchman named 
Rigaud, and thus accounted for its name. It became so popular in England toward the end of the 
Seventeenth Century, that some English writers have maintained it to be of English origin. The 
music of the dance is in common time and consists of three or four parts, the third of which is very 
short. 

MacDowell has taken this quaint old dance form and infused it with his own personality. The 
ancient form has not been changed at all, yet every bar bears the stamp of MacDowell’s style and 


individuality. E 
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Aurelio Gzorne 


URELIO GIORNI, a young artist 
of uncommon gifts, was born in 
Perugia, Italy, in 1895. His father, 

Carlo Giorn1, is a distinguished painter and 
grandson of Thorwaldsen, the famous Dan- 
ish sculptor; his mother, Mme. Linda 
Giorni, a well-known concert singer of 
American birth. He began his musical stud- 
ies as a boy of six, and at eight was ac- 
cepted as a pupil by Sgambati. When he 
was thirteen he entered the Santa Cecilia 
Academy in Rome from which he was grad- 
uated at fifteen with highest honors. Thence 
he went to Berlin, where he studied under 
Humperdinck and Busoni. At seventeen, he 
gave his first concerts in Berlin and London, 
following them by recitals and orchestral 
engagements in most of the larger European 
cities. Then he came to America, and has 
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continued to make his home here. In recent years he has won eis. distinction for his 
skilful and beautiful ensemble playing as a member of the Elshuco Trio. Mr. Giorni records 


his playing only for the Duo-Art Piano. 


Duo-Art Records by Aurelio Giorni 


DANSE DES MIRLITONS. From ‘‘Nut-cracker Suite’’ 
ETUDE, Op. 5, No. 2 (Pensez un Peu a Moi) : ' 


Tchatkovsky-Estpoff 61328 2.00 


Adolf Henselt 63538 2.00 


FRUHLINGSGLAUBE (Faith in Spring) 


Apor Henseir (1814-1889) was a famous pianist whose playing was of the most poetically 
inspired character, and highly individualized, his technical specialty being the legato execution 
of widely extended chords and arpeggios, for the practice of which he composed extremely difficult 
extension-studies. His Opus 5 consists of twelve of these ‘‘Characteristic Concert Studies,’’ romantic 
in kind and appealing strongly to the emotional nature. Each is prefaced by a poetical quotation, 
that for the present number being: 
“<0, think perchance of me, 
Whose every thought’s with thee. 
This Study is a very attractive bit of music, with a smoothly flowing, graceful melody, and a fine 
harmonic investiture. 


None of the more important composers ever employed himself to such an extent as did Franz 
Liszt, in the task of arranging and transcribing the works of other men for one particular instrument. 
He did pioneer work in making known the immortal songs of Schubert, his transcriptions of which 
to this day stand as witnesses to Liszt’s liberality, geniality, cleverness and charm. Those tran- 
scriptions were not manufactured, as are most ‘‘piano arrangements,’’ but were poetically conceived. 
In this lovely “‘Faith in Spring,’’ for example, there are no embellishments except where they 
are perfectly congruous with the character of the song; and Liszt provides a setting for each stanza 
of the song that is convincingly characteristic of the words. It is simply a piano transformation 
of Schubert’s spontaneously beautiful and zephyr-like melody, with only a few and delicate additions. 
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AurzLio GiorNI—continued 


HARK! HARK! THE LARK j 3 : ‘ Schubert-Liszt 60529 2.25 
IMPROMPTU, in G-sharp Minor, Op. 31, No.4. : Christian Sinding 70218 2.00 
IMPROMPTU, in G-flat, Op. 90, No.3. : ; Franz Schubert 61899 2.25 


Secunerr’s Opus 90, published in the year he died (1828), but undoubtedly written somewhat 
earlier, comprises four piano pieces, left without name or title by the composer. The publisher 
bestowed the title ‘‘Four Impromptus,’’ and also took the liberty of changing the key of the third 
piece from G-flat to G, to make it easier to play! But here name is of no moment and key, even, 
of little importance; the music itself is of loveliness all compact. In slow ‘‘Adonic’’ meter, one 
of the loveliest and most inspired melodies ever written by this master melodist, is enchantingly sung 
cae accompaniment of fluid arpeggios that flow with indescribable, but inescapable, limpidity 
and grace. 


INTERMEZZO, Op. 26, No. 4. From ‘‘Faschingsschwank aus Wien,”’ (Vien- 
nese Carnival Pranks) : ; : Robert Schumann 70227 1.75 
MEDEUATION, Op. 72;.No.5 . : : Peter [lich Tchatkovsky 58739 2.25 
‘la lovely ‘‘Meditation’’ is an ingratiating message of tonal beauty, built upon one of those 


sinuous, singing melodies in which Tchaikovsky was so fertile. Aurelio Giorni has here made an 
entrancingly beautiful record of it. 


MINUETTO. From ‘‘L’Arlesienne,’’ Suite No. 1 . Georges Bizet 62370 2.50 
MOMENT MUSICAL, Op. 94, No.2 . ‘ ; ‘ Franz Schubert 60669 2.25 
PASTORALE : ; : : ; 5 é Aurelio Giorni 60268 2.00 


eee charmingly naive little Pastorale was written in 1908, when its author (then thirteen years 
old) had studied harmony, counterpoint and composition for four years. As its title suggests, 
there is nothing complex or sophisticated about it either in form or content; but it is a graceful 
and smoothly flowing melody, set to a simple accompaniment. And this is finely felt and deftly 
handled with a classical purity and restraint. 


PETITE VALSE, Op. 28, No. 1 Adolf Henselt 69908 2.00 


PREPUDE, Or. 35, No.1. : : Felix Mendelssohn-Bartholdy 710288 2.00 
SERENADE, Op.3, No.5. : Sergei Vassilievich Rachmaninoff 70318 2.00 
SONG WITHOUT WORDS, No. 19, ‘‘On the Seashore.’’ From Book 4, 

e535, ; : ; ‘ Felix Mendelssohn-Bartholdy 59518 2.00 


O; the round hundred of pieces for pianoforte solo which Mendelssohn left to enhance the happiness 
of his fellow-men, nearly one-half are ‘Songs Without Words;’’ in the course of his brief career 
he published eight groups, or ‘“Books,”’ each consisting of six pieces denominated by this convenient 
and appealing appellation. To only a few of these pieces did the composer himself give specific 
titles; yet in the course of the years since his death, all of them have acquired titles which have 
become pretty firmly established. And this one, ‘‘On the Seashore,’’ is so appropriate to the content 
of the music that a better could hardly be conceived or devised. 

It is fair weather on this Seashore. The sea it borders is not Walt Whitman's ‘‘Howler and 
scooper of storms,”’ but rather his ‘‘capricious and dainty sea,’’ calm, gentle, and serene, caressing 
its shore with a lullaby. 


SONG WITHOUT WORDS, Op. 53, No..19 ; Christian Sinding 70337 1.75 
CEA@ertt@ EIUDE IN C, Or. 23, No.2 . . Anton Gregor Rubinstein 66269 2.25 
Fox Rubinstein, outline—definiteness of drawing, plastic beauty—was the first requisite of music. 

And this he achieved with undeniable success in this immensely clever and effective Staccato 
Etude, with its scintillating brilliance and its variety in shading and dynamics. The piece is far from 
easy to play—in fact, it requires prodigious technical expertness and its proper performance amounts 
virtually to a tour de force for any pianist. But Mr. Giorni has surmounted its difficulties with apparent 

ease and has here recorded a dazzling and altogether delightful performance of it. 


TOCCATA, @pris 5 Nou4 5 : ‘ F E : . Giovanni Sgambati 59119 2.25 
THEeROUT, Op: 32 . = P : Schubert-Heller 61760 2.50 
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Georges Enesco 


EORGES ENESCO is a remarkable 
example of the all-round musician 
skilled in many instruments, and is 

the foremost composer Roumania has pro- 
duced. He was born in Cordaremi, Rou- 
mania, on August 7, 1881. He began to play 
the violin when only four years old, and 
when seven became a pupil of Joseph Hell- 
mesberger at the Vienna Conservatory, 
where he won first prize for violin playing 
and harmony in 1892. From 1894 to 1899 
he was at the Paris Conservatory, studying 
violin with Marsick and composition with 
Faure and Massenet, and again winning a 
first prize for violin playing. He also stud- 
ied the ‘cello, organ, and piano, and at- 
tained more than ordinary proficiency on 
each of these instruments. In 1900 he toured 
as a violin virtuoso and was appointed 
court-violinist to the Queen of Roumania. 

In recent years he has devoted himself chiefly to composition. Making his first visit to 
America in the season of 1922-23, he toured the country with much success both as violin 
virtuoso and as “‘guest’’ conductor of many of our leading orchestras. 

Mr. Enesco records his interpretations exclusively for the Duo-Art Piano. 


Duo-Art Records by Georges Enesco 


ABENDLIED (Violin Accompaniment) . : Robert Schumann 12988 2.00 
ADAGIO, Ob. 3, No. 3 ; ; ‘ : . , . Georges Enesco 67280 2.50 
lige word ‘‘Adagio’’ comes from the Italian ad agio, meaning literally ‘‘at ease,’’ “leisurely,” 

& & Ve 


and from the early beginnings of modern music has been used as a time indication. Also the word 
has long been used as the name of a piece of music, and thus used means not only that the music 
is in very slow time, but also indicates its general character. This is mostly of a soft, tender, elegiac 
tone, as distinguished from the Largo, which implies in general greater breadth and dignity. 

This Adagio, from Mr. Enesco’s only Suite for Piano, is a wonderfully beautiful and altogether 
lovely thing—a revelation of fresh and abiding beauty in the simple old form. He has created a 
fine, sturdy melody, of classic purity, nobility and sincerity, and with classic restraint and yet 
profound feeling has accompanied it with an equally pure and simple harmonic investiture that 
has the absolute appropriateness of the inevitable. Here is grace, and balm, and soothing for troubled 
spirits—a restful, inspiriting, and uplifting musical message from a man who has something worth- 
while to say and knows how to say it perfectly. 


LIEBESLEID (Love’s Sorrow), Old Viennese Dance-Tunes, No. 2. (Violin 
Accompaniment) ; Fritz Kreisler 12828 2.00 


SIEGMUND'S LOVE-SONG. From ‘The aioe” ’ Richard Wagner 66850 2.50 


In the closing scene of the first act of * ‘Die Walkiire,’’ we witness the awakening and the culmina- 
tion of the love between Siegmund and Sieglinde. 

The music-drama is the second in the tetralogy of ‘‘The Ring of the Nibelung,’’ Wagner's 
magnum opus and the work that occupied the place of greatest importance in his life. 
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Georces Enrsco—continued 


Siegmund has found shelter in Hunding’s hut from a raging storm and from his foes. Hunding, 
who is one of his enemies, gives him the hospitality of the hut for the night, but challenges him 
to combat when the morning shall come. Sieglinde, captured and held captive by Hunding as his 
wife, befriends Siegmund. When Hunding is about to retire for the night, Sieglinde drugs his drink, 
and after he is senseless in sleep, she returns to Siegmund and shows him where the sword that 
he has been searching has been plunged into the tree that supports the roof of the hut. Siegmund 
clasps her in his arms, and as he does so the door of the hut springs open and moonlight floods the 
room. His growing passion bursts out in an impassioned love-song hymning the power of Spring, who 
frees from the bonds of Winter his ‘‘bridal sister,’’ love: 

“Winter storms have waned in the mood of May, 
With tender radiance sparkles the Spring.” 


This is one of the loveliest, most melodious, and most lyrical songs that Wagner ever wrote. 


-eS€@)° *©rro- 


Henry Hadley 


ENRY HADLEY is a prolific com- 
H poser, whose works have taken 

more prizes than were ever award- 
ed to any other American musician. Those 
works include several operas, four sym- 
phonies, concert overtures, symphonic § 
poems, an orchestral rhapsody ““The Cul- 
prit Fay,’’ an ‘‘Oriental Suite’ for Orches- 
tra, five cantatas, seven ballads for chorus 
and orchestra, a string quartet, a piano 
quintet, a violin sonata, more than 150 
songs, and many piano pieces. Mr. Hadley 
was born in Somerville, Mass., on De- 
cember 20, 1871, and received his first 1n- 
struction on the piano and violin from his 
father, having shown marked ability in 
musical composition before he was twelve 
years old. Then he went to the New Eng- 
land Conservatory and studied theory and 
composition with Stephen Emery and George W. Chadwick, and in 1894 continued his studies 
in composition under Eusebius Mandyczevski in Vienna. He has held several important posts 
as an orchestral conductor, both in the United States and abroad, and in the summer of 1920 
was appointed associate conductor of the New York Philharmonic Orchestra. 

Mr. Hadley records his playing only for the Duo-Art Piano. 


Duo-Art Records by Henry Hadley 


DANCE OF THE NYMPHS. No. 1, from ‘‘The Atonement of Pan’”’ 
Henry Hadley 66459 2.25 


Wan Henry Hadley was conductor of the San Francisco Symphony Orchestra, he composed 
the incidental music for ‘‘The Atonement of Pan,” a festival ‘‘Grove Play’’ enacted by the Bohemian 
Club of San Francisco in 1912. Later, he published part of this music in the form of a Suite for Piano 
comprising four numbers, of which the ‘‘Dance of the Nymphs’’ here authoritatively recorded by 
himself, is the first. It is a delightfully melodious, graceful and pretty slow waltz, abounding in 
variety, snap and sparkle; and it is skilfully and beautifully written, making a very effective as 
well as very attractive piano piece. 
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INTERMEZZO, from ‘“The Atonement of Pan’’ . ; Henry Hadley 64609 2.25 


lhe is the second of the four pieces in the piano suite which Mr. Hadley fashioned from his 
incidental music to ‘“The Atonement of Pan.’’ The other pieces are a ‘‘Dance of Nymphs,”’ an “‘En- 
tr’acte,’’ and a ‘Dance of the Harpies.’’ This Intermezzo is a clever, skilfully written and effective 
piano piece, quite capable of standing by itself. 


INTERMEZZO, from “Ballet Suite,’ No. 3 ° : Henry Hadley 65448 2.00 


Iw this delightful Ballet Suite are to be found the chief characteristics of Mr. Hadley’s music: 
energy, fancy, joyousness, the spirit of youth. It bubbles and glints, running an inexhaustible 
gamut of varying tints and ingenious and poetic tonal designs. It is music that reflects a lively and 
keen enjoyment of objective life, of actions, sights, emotions. This Intermezzo is the second of the 
three movements making up the Suite, and is a pretty and graceful slow dance movement,with a 
suave and flowing melody, a skilful harmonic accompaniment, and broken rhythms that add 
piquancy to its interest and effectiveness. 


LOVE SONG? ©p:335,.No21 : : J : 5 Henry Hadley 67727 1.75 


Henry Haptey has the rare gift of creating new, original and beautiful melodies, and the courage © 
to write them simply and unaffectedly. His music is sane and fresh, written with a wholesome 
regard for the fundamental principles of form and euphony, and fashioned skilfully and effectively. 

These main characteristics of his work, together with his energy, poetic fancy, and joyousness, 
are well exemplified in this beautiful ‘‘Love Song’’—a song without words from one of his early 
groups of piano pieces. Composed in simple song form, the piece is really noteworthy for its lovely’ 
and ingratiating melody, a melody that sings itself and thereafter haunts the memory of the hearer. 
This melody is deftly set to a simple harmonic accompaniment, as befits a Love Song, and yet one 
that is not devoid of subtle individualistic touches in development and modulation. It is altogether 
charming in its almost naive freshness and simplicity, and Mr. Hadley himself has here recorded a 
fine performance of it that is as skilful and delightful as it is authoritative. 


RED ROSE; and MARGUERITES, Op. 92, Nos. 1 and 2. From “‘Ballet 
of the Flowers”’ . : ; ‘ : , Henry Hadley 63990 2.50 


In this, his first Duo-Art roll, Mr. Hadley has made an attractive record of the first two numbers 
from his charming ‘‘Ballet of the Flowers,’’ a suite for piano, consisting of twelve pieces. The first 
of these, Red Rose, is prefaced in the score with the opening stanza of the famous song—one of 
the most beautiful that Robert Burns ever wrote— 


O, my luve is like a red, red rose, 
That's newly sprung in June. 

O, my luve is like the melodie, 
That's sweetly play'd in tune. 


This is a melodious, graceful, slow-moving piece with a middle section in modern tonal tints 
almost acidulous in character that provides a sharp contrast to the suave tunefulness of the parts 
that precede and follow it. Of somewhat livelier lilt, with more rhythmic crispness, but no whit 
less graceful and pretty, is the second number, Marguerites, which has for its motto the following 
lines: 

When Phoebus parts the curtains of the dawn 
And ushers in a@ smile upon the earth, 

The first his golden glances fall upon 
Is Marguerite of pure and noble birth. 
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Harold Henry 


AROLD HENRY, a virile and mag- 
H netic American pianist who re- 

cords his interpretations exclu- 
sively for the Duo-Art Piano, was born at 
Neodesha, Kansas, in 1884, and received 
his early musical and his academic edu- 
cation at the University of Kansas. He early 
revealed an exceptional talent for the 
pianoforte and made his first concert ap- 
pearance when only ten years old. Going 
to Europe at the age of eighteen to continue 
his studies, he came under the tutelage of 
Dr. Ernst Jedliczka, friend and pupil of 
Nicholas and Anton Rubinstein and of 
Tchaikovsky, and one of the great piano 
teachers of his time. After Jedliczka’s death 
in 1904, Mr. Henry went to Paris where he 
studied for a year with Moszkowski. On {i 
completing four years of study abroad, he “~~ 
returned to the United States, since which time he has played in all parts of the country 
and with steadily growing success. 


Onell 


Duo-Art Records by Harold Henry 


ALLEGRO CON BRIO (Etude), Op. 64, No.2 . ; Cyril Meir Scott 62259 2.25 


A. new and altogether delightful revealment of the highly individualistic art of the English 
composer, Cyril Scott, is this very novel, wholly original, brilliant and fascinating Allegro, with 
its suggestion of an old-time dance of rare grace and beauty translated into musical terms of today 
by modern harmony and piano treatment. It abounds in this composer’s characteristics in the 
tonal portrayal of ‘“‘atmosphere’’ and at the same time achieves definite beauty of a high order. 


DANCING MARIONETTE : : : ‘ : . Harold Henry 64488 2.00 
IN MID-OCEAN, Op. 55, No. 8. From *’Sea Pieces’ . Edward MacDowell 70238 2.00 
IRISEOREEL - Cyril Meir Scott 63078 2.00 


Iw the present instance this highly individualistic English composer is represented by a lively 
piece in the old dance form of the Irish Reel, a piece of infectious jollity, fashioned on a typical 
Irish tune and handled with great cleverness and skill. 


THE JOY OF AUTUMN, Op. 62, No. 10. From ‘‘New England Idyls’’ 
Edward MacDowell 63249 2.25 


Te final volume in MacDowell’s series of pianistic nature-studies, the ‘‘New England Idyls,”’ 
was also the last published work of this foremost of American composers. It was issued in 1902, 
and the group comprised ten short pianoforte pieces, all of which are unfailingly resourceful in 
invention and imaginative vigor. This ‘‘Joy of Autumn,’’ the last piece of the collection, has several 
characteristics that are typical of MacDowell’s individualistic style. Its lively rhythmic beat pro- 
claims adroitly the autumnal gladness that many poets have sung, albeit there are also touches 
of a contemplative tenderness, a quiet wistfulness, typifying the New England season it celebrates. 
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Harotp Henry—continued 
SIOUX FLUTE SERENADE (No. 2 of ‘‘Three Indian Sketches’’) 
Charles Sanford Skilton 67758 2.00 


ibe ‘Sioux Flute Serenade’’ has for its basis a typical melody of the Sioux Indians, whose chief 
musical instrument is the flute. It is a sweet and plaintive melody, of a simple, primitive kind, 
and Mr. Skilton has utilized it very skilfully by providing for it a varied but always appropriate 
harmonic accompaniment that sets forth its distinctive character clearly and appealingly. Indeed, 
he has fashioned from rather scanty and decidedly unusual materials a musical novelty that is as 
beautiful as it is novel. 


SPRINGTIME : : , : : : : Frederic Brandeis 65388 2.00 

VALSE, Op2 36). No. 7 ; ; : ; Anton Stepanovich Arensky 70348 2.00 

WHILE IGE PIPES PEA YE Dae ; P : . Harold Henry 70367 1.75 
ee Grae 
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Edwin Hughes 


N American pianist of interna- 
A tional reputation, Edwin Hughes 
was born in Washington, D. C., 
in 1884. His musical gifts were early ap- 
parent, and his mother began giving him 
piano lessons when he was only four years 
old. Throughout his childhood and youth 
as much time as could be spared from a 
broad general schooling was given to 
music study with local teachers, and in 
1905 he became a pupil of Rafael Joseffy 
in New York. After two years of study 
with that master, he went to Europe, on 
Joseffy’s advice, for the purpose of broad- 
ening his musical experience. In Vienna, 
Mr. Hughes spent three years with the 
great piano teacher, Theodor Leschetizky, fg 7 
whose assistant he became in 1909, and is Cro I RSG, < 
whose lasting friendship he enjoyed until ™* FSCOTUSSCCOODSMSSSNIRSAUSSUASSRSUSATEARCTo oo) 
Leschetizky’s death in1915. In 1910, he returned to the United States and for two years taught 
in Detroit; then he went again to Europe and settled in Munich as concert pianist, remain- 
ing for four years. In 1916, he came back to New York where he has since lived. 
Mr. Hughes records his interpretations exclusively for the Duo-Art Piano. 


Duo-Art Records by Edwin Hughes 
BARCAROLLE (First) in F Minor, Op. 30, No. 1 : Anton Rubinstein 68830 2.50 


Ties scholarly American pianist, Edwin Hughes, has edited all five of Rubinstein’s Barcarolles, 
and published them together in a collected edition. Here Mr. Hughes has recorded a finely poetic 
and beautiful interpretation of the first of the five. This is a graceful and characteristic piece in which 
Rubinstein’s wonderful gift of beautiful and unfailing melody is well exemplified. Throughout all 
its changes of key and its varied effective harmonic enfoliation the impressive lyric Boat Song, 
the main theme on which the piece is based, dominates the whole like a glowing thread of gold. 
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Epwin Hucues—continued 
The poetic suggestion of this beautiful Barcarolle calls to mind the pretty lines of Thomas Buchanan 
Read’s ‘‘Drifting’’: 
My soul today 
Is far away, 
Sailing the Vesuvian Bay; 
My winged boat, 
A bird afloat, 
Swings round the purple peaks remote:— 
Over the rail 
My hand I trail 
Within the shadow of the sail, 
A joy intense, 
The cooling sense 
Glides down my drowsy indolence. 
With dreamful eyes 
My spirit lies 
Under the walls of Paradise! 


BERCEUSE, Op. 36, No 1. Edvard Hagerup Grieg 70166 1.50 
BIRDS AT DAWN, Ob. 20, No. 2 : : ; } Fannie Dillon 63298 2.00 
MELODIE, Or. 10, No.1. ; : A Saree . Moritz Moszkowski 64059 2.25 
MIGHTY LAK’ A-ROSE~. ; : ; : : Ethelbert Nevin 64238 2.00 
NOCTURNE, in B-flat ; : : John Field 62699 2.25 


Jaw Frerp, who was born at Dublin in 1782 and died at Moscow in 1837, a famous pianist of 
his time, was the precursor of Chopin in the cultivation of the nocturne, a musical form which he 
created. This present Nocturne in B-flat (No. 5 in Liszt’s edition), one of the best that Field com- 
posed, is a delicate little lyric, and evening song of simple charm and inimitable grace, ‘‘such,”’ 
declared Edward Dannreuther, ‘‘as no undue popularity can render stale, no sham imitation nauseous." 


RONDO, in E-flat ; ’ John Field 63578 2.00 
UNDER THE LEAVES (Sous la Feuillee), Or. 29 : Francis Thomé 64679 2.25 


WIENER BLUT WALTZ (Concert Paraphrase) . Johann Strauss 6752-3 2.75 
(Transcription by Edwin Hughes) | 


'W ame it is true that Strauss composed his waltzes for the ball-room of the gayest dancers in 
the world, they are vastly more than good ‘‘dance-music."’ These inimitable waltzes are built up 
of such beautiful musical themes, often so inspired and moving as well as merely rhythmically 
alluring, that they are in a sense symphonic. They are the perfect flowering of one factor in sym- 
phonic form—the Minuet, the Scherzo. {n them, again, Strauss incorporated a great deal of the 
peasant-tune distinctive of the Austrian and Bavarian Tyrols. So he is a great national musician, 
making his music out of his people’s primitive material, giving it a poetic expression and polish. 

Edwin Hughes has done a fine thing in taking one of the best of Strauss’s later waltzes, the 
delightful ‘Wiener Blut,” and fashioning upon it a brilliant and effective Concert Paraphrase, 
of which he here records a captivating performance. 
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Alberto Jonas 


HE eminent Spanish pianist, Alberto 

Jonas, was born in Madrid and re- 

ceived his early musical training in 
that city, entering the conservatory when 
a small boy. He was not only an accom- 
plished pianist, but also had begun to 
compose before he was twelve years old. 
After visiting France, Germany and Eng- 
land, he entered the Brussels Conservatory 
at eighteen, and there took first prize for 
pianoforte playing and honors in compo- 
sition as well. He made his début as a 
virtuoso at Brussels in 1890. A little later 
he went to St. Petersburg and studied for 
a time with Rubinstein. After concertizing 
with success in the chief cities of Europe, 
he came to America in 1893, and in the 
following year he was appointed head of 
the piano department at the University of 
Michigan, AnnArbor,a postwhich he filled for many years. He is a sympathetically developed 
pianist and a musician of broad and ripe scholarship. 

Mr. Jonas records his interpretations only for the Duo-Art Piano. 


Duo-Art Records by Alberto Jonas 


y, ra 
exes 


ETUDE DE CONCERT, Op. 24, No. 1 : : . Moritz Moszkowskt 57150 2.50 
NOTTURNO, Op. 54, No. 4 : Edvard Hagerup Grieg 61558 2.00 
PASTORALE™ Ors 19 Noms : A ; F : . Alberto Jonas 64628 2.00 


Ili this pretty Pastorale, Mr. Jonas pays sincere and worthy tribute to one of the greatest of Italian 
musicians of olden time. Mr. Jonas’s Opus 19 (comprising two pieces: this Pastorale and a Capriccio) 
is entitled “‘In Memoriam Domenico Scarlatti.’’ Two of the most celebrated of Scarlatti’s so-called 
sonatas (they were adapted for the pianoforte by Carl Tausig) are entitled respectively ‘‘Pastorale’’ 
and ‘‘Capriccio.’’ Hence the appositeness of the titles chosen by Mr. Jonas for the two pieces 
grouped in his memorial to the old master. This Pastorale is a charmingly quaint, old-world idy]l, 
graceful and sweetly lilting, and reminiscent of Scarlatti’s style. 


"ROUND GRIM TOTEMS. Indian Dance, No. 11, from “‘Childhood Mem- 
Orics: ee ; : : ; : : : . Alberto Jonas 62869 2.25 
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Alexander Lambert k 


IANIST and Friend of Pianists, also 
P: teacher of pianists, who occupies 

an enviable eminence, Alexander 
Lambert was born at Warsaw in 1862. His 
father, who was also a musician, gave him 
his first instruction; then he studied with 
Epstein in Vienna, and composition with 
Urban in Berlin, and later for a short time 
he was a pupil of Liszt. He removed to 
New York in 1881, and besides appearing 
frequently as a concert pianist, established 
himself as a teacher. In 1888 he became 
director of the New York College of Music. 
Professor Lambert is the author of several 
works of musical instruction, as well as 
many pianoforte pieces, and is withal an 
admirable piano virtuoso. 


He records his interpretations only for ¢ Sy FMM rare. 
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Duo-Art Records by Alexander Lambert 
ALBUMLEAF, Op.2 . : . : 1 - . Moritz Moszkowski 63208 2.00 


Aurnouen several hundred pianoforte ‘pieces—original, clever, ingenious, delightful in varying 
ways and styles—have come from the prolific pen of Moritz Moszkowski since this early composition 
was written many years ago, and although many of his later pieces have come to be more widely 
known and more popular, he has seldom, if ever, surpassed in kind the charm of simplicity and 
the beauty of pure melodic line that characterize this exquisite little work, for which he could 
think of no more impressive title than ‘‘Albumleaf.’’ The whole piece has the ingratiating charm 
of some simple beauty of nature which one comes on unawares. 


AT THE LAKE OF GENEVA, Op. 139, No.1. : . Franz Bendel 64209 2.25 
BERCEUSE : ‘ : : : ’ : César Antonovich Cui 61818 2.00 


A sweetty lilting, lulling and altogether lovely little cradle song is this, whose ingratiating 
melody typifies the tender lyrical vein of its composer. César Cui (1835-1918), son of a French 
father, and a Lithuanian mother, won renown as a military engineer in Russia and world-wide 
recognition as a composer. His most ambitious works were his eight operas, but he was a miniature 
painter who worked most effectively on a small scale. 


BERCEUSE, Op. 22, No. 3 ; : ; : Genari Korganoff 70176 1.50 
BY MOONLIGHT (Au Clair de la Lune), Nocturne, Op. 17 Louis Brassin 65528 2.00 


NOCTURNE FOR LEFT HAND ALONE, Ob. 9, No. 2 
Alexander Nikolaevich Scriabin 58659 2.25 


Iw his short life of forty-three years, which came to a sudden end in April, 1915, Scriabin produced 
more than four hundred instrumental pieces, large and small, the whole contribution of his unique 
genius, as published, being comprised in seventy-four numbered ‘‘Works.’’ The Opus 9, is, of course, 
an early work. It comprises a Prelude and Nocturne, for the left hand only, and recalls the period 
in the composer’s youth when a broken right shoulder-blade compelled him to ptactice impatiently 
all his music with his left hand alone. The Nocturne, here presented, is of the sweet, lulling, gentle 
type, and glows with a display of ravishingly beautiful tone colors. It is clever and original 
in melody, and is imbued with fancy, delight, and beauty. 
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ALEXANDER LAMBERT—continued 


PRELUDES, Op. 28, Nos. 7 and 20 


PRELUDE in D-flat, Op. 28, No. 15 C‘’Raindrop’’) 


SCHERZO (Duet) 


Frederic Francots Chopin 58439 2.25 
Frederic Francois Chopin 58568 2.00 
Henry Charles Litolff 67849 2.25 


Played by Neseiler Tomer on Nadia Reisenberg. 


ess captivating Scherzo will impress every hearer who really cares for good music as a very 
interesting and very beautiful novelty; for, along with several other fine things by its composer, 
it has fallen into unmerited neglect. It is a brilliant movement from one of Litolff’s five ‘‘Concerto- 
Symphonies’ for piano and orchestra, which, more than a quarter of a century ago Alexander 
Lambert used to play with great effect with the New York Philharmonic Orchestra under Anton 
Seidl. The piece is charmingly melodious, richly harmonized and rhythmically varied; in fact, 
the whole work from which this movement is taken is remarkable for its original ideas in melody, 
harmony and rhythm and for its beautiful instrumentation, and is finely representative of Litolff 
at his best. 

Here Mr. Lambert and his brilliant pupil, Miss Reisenberg, have played this Scherzo as a duet 
and made of it a Duo-Art Record that is exceptionally fine, spirited, beautiful, and altogether 
charming. 


Ernest R. Ball 


Foon R. BALL records his playing 


of his own songs and ballads ex- 

clusively for the Duo-Art Piano. He 
is one of the most successful of American 
composers of songs of distinctively popu- 
lar appeal, and he has a long list of such 
songs to his credit—songs and ballads that 
have gone straight to the hearts of those 
who love unaffected melodiousness and 
wholesome sentiment, not only through- 
out the United States, but indeed through- 
out the English-speaking world. He has 
been called, and not inappropriately, ‘‘the 
American Tosti.’’ Mr. Ball was born in 
Cleveland, Ohio, in 1878. He received his 
musical training at the Cleveland Conser- 
vatory of Music. For several years he has 
been associated with one of the large music 
publishing houses of New York City, and 


while devoting most of his time to composition, i has also concertized exec an has 
won much popular success throughout the country in joint appearances with his wife in the 


presentation of his songs. 


Duo-Art Records by Ernest R. Ball 
CALIFORNIA (My Homeland). (Song Roll With Words) — Ernest R. Ball 103105 1.25 
LET THE END OF THE WORLD COME TOMORROW (Song Roll with 


Words) 
MY HOUR (Song Roll with Weed) 


Ernest R. Ball 103035 1.25 
Ernest R. Ball 103075 1.25 


THE SUNSHINE THAT FILLS MY WORLD (axe Roll with Words) 


Ernest R. Ball “WOaeemenl 25 
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George Gershwin 


EORGE GERSHWIN, who records 
his piano playing exclusively for 
the Duo-Art, was born in Brooklyn, 

N. Y., on September 26, 1898. When he 
was thirteen years old his mother bought 
a piano and decided that young George 
must learn to play it. A new and hitherto 
undreamed of world was opened to him. 
He learned rapidly and well, the best of 
his early teachers being Charles Hambitzer, 
who gave him his first lessons in harmony 
and his first real reverence for music, but 
- who died before his pupil had gone very 
far. Later he studied harmony with Eduard 
Kilenyi, and after that took some work in 
composition with Rubin Goldmark, for 
early in his piano lessons he had begun to 
dabble at writing. When sixteen he went to 
work as a ‘‘song plugger’’ for a music pub- 
lisher, often playing piano all day for vaudeville acts and far into the night at cafés. This 
led to his engagement to play for the chorus rehearsals of various musical shows. Mean- 
while he kept trying his hand at composition, until, in 1918, with ‘‘I Was So Young and 
You Were So Beautiful,’’ he found himself launched as the author of a popular song hit. 
Since that successful start his work has shown a steady advance. 


Duo-Art Records by George Gershwin 
(See also, Supplementary Catalog of Dance Music) 


RHAPSODY IN BLUE, Part II: Andantino and Finale George Gershwin 68787 1.75 


Bevo question George Gershwin’s ‘‘Rhapsody in Blue’’ is the most imposing and the most 
important composition thus far achieved by anybody in the jazz idiom. Its title is particularly 
appropriate, for it is freely rhapsodic in form and it makes plentiful and effective use of the con- 
trasting discords which the jazz artists call ‘‘blue notes.’’ It is really a Concerto in Fantasia form 
for Piano and Jazz Orchestra (the first of the kind ever written). It was commissioned by Paul 
Whiteman, and had its first performance at Mr. Whiteman’s now historic concert, in Aeolian Hall, 
New York, on February 12, 1924, with the composer at the piano. 

Everybody who takes any interest at all in American music will want to hear this Rhapsody. 
It is a remarkable work, from every point of view. It has a throbbing, pulsating vitality, and a 
glamour of great popular appeal. It discloses a genuine melodic gift—novel, individualistic and fine; 
an astonishing skill in handling the new harmonies produced by American jazz bands; a still more 
noteworthy ability in the invention and manipulation of striking rhythms; and a happy facility 
in the arrangement of form. 

It has been said that delicacy, even dreaminess, is a quality that Gershwin alone brings into 
jazz music. Something of this phase of his talent is shown in the impressively beautiful theme of the 
Andantino, beginning the Second Part of the Rhapsody incorporated in the present Duo-Art Record 
of the composer’s own brilliant and masterly performance. And this finely expressive theme itself 
demonstrates his command of melodic ideas quite as convincingly as the Finale shows his ability to 
pile up a powerful and thrilling climax. 


SO AM I (Ballad from ‘‘Lady, Be Good!’’ With Words) George Gershwin 102625 1.25 
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Phil Ohman 


S every devotee of popular music 
A knows, Phil Ohman is a top- 
notcher among the young Ameri- 

can pianists who have developed the 
modern American dance music, and the 
playing of it, into a new art—a popular 
pleasure-giving art of hitherto undreamed- 
of brilliance, harmonic novelty and rhyth- 
mic tang and gusto. But Phil Ohman is by 
no means exclusively a jazz artist. He 
has won remarkable success as a player of 
popular ballads, and probably has played 
more ballads than any other pianist alive. 

Phil Ohman was born in New Britain, 
Connecticut, and received his instruction in 
music from Edward F. Laubin, with whom 
he studied piano for four years, developing 
a remarkable technical proficiency and ac- key R 
quiring a thorough grounding in classical % eaneoeaaatt rae 
music. On a chance visit to New York about ten years ago, while still a lad in his teens, he 
was detained by a heavy snow storm that disrupted railway traffic. His casual ‘‘trying”’ ofa 
piano in a big department store resulted in an immediate engagement as a piano salesman, 
and he never did go back to live in New Britain. 

He has had considerable experience in concert work, having served as accompanist and 
solo pianist for Marie Sundelius, Reinald Werrenrath, Rafaelo Diaz, J. Barnes Wells, and 
other celebrated singers. He was solo pianist with Paul Whiteman’s Orchestra for a year; 
and has won remarkable success in musical comedy appearances. 

Phil Ohman records his playing exclusively for the Duo-Art Piano. 


Duo-Arvt Records by Phil Ohman 
(See also, Supplementary Catalog of Dance Music) 


AT PEACE WITH THE WORLD (Song Roll With Words) Irving Berlin 103025 1.25 
DEAREST SPOT ON EARTH, THE (With Words) ; Wrighton 101005 1.25 
IN OLD MADRID (With Wore ; Trotere 101015 1.25 
JUST A COTTAGE SMALL @ya Waterfall) (With Worle) 
James F. Hanley 102895 1.25 
A KISS IN THE DARK CWith Words) Victor Herbert 102675 1.25 
LITTLE TOWN IN THE OULD COUNTY DOWN (With Words) 
Carlos and Sanders 100975 1.25 


LOVE CAME CALLING (With Words) : J. S. Zamecnik 102875 1.25 
MOON DREAM SHORE (With Words) .. Eugene Lockhart 102825 1.25 
PAL OF MY GRADLE DAYS With Words) , Al Piantadosi 102575 1.25 
REMEMBER (With Words) Irving Berlin 102745 1.25 
SUNSHINE OF YOUR SMILE, THE (With Words) Ray 100965 1.25 


TOO MANY PARTIES, TOO MANY PALS (With tate ies Henderson 102925 1.25 
WHEN YOU AND I WERE YOUNG, MAGGIE (With Words), Butterfield 100995 1.25 
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Enrique Granados 


INNER of world-wide acclaim as the greatest exponent of Spanish music, Enrique 

Granados was born in Lerida, Catalonia, July 27, 1867. When about nine years 

old he began to disclose great musical aptitude, and in the next year or two 
developed an amazing piano technique. Going to Madrid, he studied piano with Pujol 
and composition with Felipi Pedrall at the conservatory; then went to Paris and took up 
the violin under Charles de Beriot. He brought out his first opera at Madrid in 1898. This 
was succeeded by two later works for the lyric stage, and he was the author also of many 
songs, choral works, symphonic poems, and pianoforte pieces. 

Granados came to America to witness the world premier of his opera ‘“‘Goyescas’” at 
the Metropolitan Opera House, New York, on January 28, 1916. And it was while he was 
here that his beautiful interpretations of his own works were recorded for the Duo-Art 
Piano. His career was brought to an untimely and tragic end. On the return voyage to his 
home in Spain, he went down with the steamship Sussex, torpedoed by a German sub- 
marine in the English Channel on March 24, 1916. 


Duo-Art Records by Enrique Granados 


DANZA ESPANOLA, Op. 37, No. 1 (Lenta) : - Enrique Granados 6133-3 2.75 
DANZA ESPANOLA, No. 2 (Arabele) : : : Enrique Granados 57570 2.50 
DANZA ESPANOLA, No. 5 (Andaluza) . ; Enrique Granados 57580 2.50 
DANZA ESPANOLA, No. 7 (Valenciana) . : Enrique Granados 57600 2.50 
DANZA ESPANOLA, No. 10 : : ; : Enrique Granados 57590 2.50 
GOYESCAS. El Pelele (The SutaneD ; ; : 3 Enrique Granados 57620 2.50 


Tus incident and its brilliant music were incorporated by the composer in his opera ‘‘Goyescas,’ 
occupying the greater part of the opening scene, which pictures a promenade on the outskirts of 
Madrid where a big crowd is merrymaking and where some are throwing a dummy, or stuffed straw 
man, into the air, tossing him from a blanket—a subject immortalized by the Spanish painter, Goya. 
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Enrique GraNnaDos—continued 


GOYESCAS. Quejas 0 la Maja y el Ruisenor. CLove Plaints, or the Lady and 
the Nightingale) . : : : : . Enrique Granados 5763-4 3.00 


Grananos’s opera, ‘‘Goyescas, or the Rival Lovers,’’ has for its characters types of the great 
Goya's brush, and for its theme the sentiment of Goya’s time—perhaps of all time—that in woman's 
hands man is ever a Pelele (a mere dummy, or man of straw). The present excerpt is from the begin- 
ning of the third act (or ‘‘tableau,’’ as the composer called it). The curtain rises on the beautiful 
garden of a palace in Madrid. It is night, but brilliant moonlight streams through the luxuriant 
foliage of the sentimental trees and illumines a massive stone bench, on which the high-born lady, 
Rosario, heroine of the opera, is seated—‘‘in dreamy state’’—waiting for her lover, Fernando. 


Presently she sings: “Why does the nightingale in the gloom 


Pour out her soul in amorous song?’’— 


and more of Love’s complaining. A nightingale takes up the song, and Rosario rises from the 
garden seat and goes slowly toward the palace, stopping every few steps to listen to the marvelous 
music of the bird. 


IMPROVISATION (Theme of Valenciana Jota, with the influence of the 

Arab music of the South) : ‘ : : Enrique Granados 6295-3 2.75 
Owz of the most popular of the dances of northern Spain, especially in the province of Aragon _ 
and in the villages of Navarre, the Jota is a kind of waltz, but with more freedom in the dancing, 
always in three-time. It is danced in couples, each couple independent of the other, but sometimes 
a circle is formed, and it is usually accompanied with guitars, bandurrias, and at times with cas- 
tanets, small tambourine and triangle. A Spanish writer says that where the Jota is, there is always 
gaiety, and where there are Aragonese, the Jota is never lacking. 

Here Sefior Granados has taken the theme of a Valencian Jota and-improvised upon it in the 
manner of the Arab music of the South of Spain. The piece is a series of chord progressions, impressive, 
odd, almost weird at times, novel, interesting, exotic and strangely appealing. 


REVERIE IMPROVISATION : : : . Enrique Granados 5756-3 42.75 


Onxxy a few days before he sailed from New York for the home in Spain for which he yearned 
with all the longing of his sensitive nature, but which he was destined never to see again, Sefior 
Granados came to Aeolian Hall to say farewell. He could not conceal his sadness. Drawing from his 
coat pocket a scrap of paper on which he had jotted down a musical phrase or two—a mere memo- 
randum—he sat down before the piano and improvised this hauntingly lovely Reverie. When 
he had finished playing it, while yet his listeners were held silent by the weird but compelling 
beauty of what they had heard, Sefior Granados said: 

‘That is Spain—that is my home—that is my very self!”’ 

With all the freedom of form of an improvisation, the piece is yet a clear-cut and exquisitely 
finished and complete tonal picture. 


--eS0)* *“©rro- 


Charles Camulle Satint-Saéns 


HE veteran French composer, Saint-Saéns, in his early manhood, won the reputation 

of being the greatest of French pianists, a reputation he sustained for sixty years; 
for, on the occasion of his last visit to America to attend the San Francisco Exposition, 
though he was 80 years old, he demonstrated anew his supple style, siccant touch, tech- 
nical mastery, and surpassing musicianship at the keyboard. For a time he ‘was a pupil 
of Liszt, for whom he always had the greatest admiration. But his pianoforte playing 1s 
radically different from that of the Liszt school. Eschewing the thunderous, the volcanic, 
even the dramatic style, it excels in the Gallic qualities of clearness, delicacy, and symmetry. 
Saint-Saéns was born in Paris, October 9, 1835. He showed a marvelous aptitude for 
music from early childhood, and began his piano lessons with Stamaty when seven years 
old. He played at a concert of his own when eleven and composed his first symphony when 
sixteen. By the time he was 30 he had gained every distinction possible to a musician in 
France, excepting only the Grand Prix de Rome. He won great distinction as an organist, 
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Charles Camille Saint-Saens Making a Duo-Art Record 


as well as a pianist. His musical works, numbering hundreds of pieces in all kinds and for 
every instrument, place him in the first rank of modern composers. He was author of several 
volumes of critical essays, and was also an amateur astronomer of note. The many-sidedness 
of the man is amazing. He had been an indefatigable traveler and he died in Algiers on 
December 16, 1921. 


Duo-Art Records by Charles Camille Saint-Saens 
MAZURKA No. 3, Or. 66 . ; : : Charles Camille Saint-Saéns 5674-6 3.50 


Samr-Saiins is here represented as the interpreter of one of his own compositions, his Third Ma- 
zurka. His choice of the form of Poland’s famous dance, the Mazurka, for the expression of his 
inspiration, is a happy one, for he has caught that vague, melancholy spirit which at the same time 
is in the mood of fine, appealing beauty. 


““SAMSON ET DELILAH,’ Improvisation . Charles Camille Saint-Saéns 5696-6 3.50 


Hass is a unique roll—an improvisation by the dean of French composers on themes from his 
greatest operatic success, “Samson et Delilah.’’ This work contains some of the most beautiful 
music Saint-Saéns has ever penned, and the noted musician has chosen from the most beautiful of 
these melodies and has here woven them into an improvisation. 

It begins with the Dance of the Priestesses of Dagon, the final scene of the opening act. This 
is followed by Delilah’s wonderful aria, ‘‘Spring voices are singing,’’ which is not only one of the 
finest melodies in the entire opera, but is also one of the most inspired airs ever penned by this master. 


VALSE MIGNONNE . ; ; - . Charles Camille Saint-Saéns 5673-6 3.50 
VALSE NONCHALANTE . : . f Charles Camille Saint-Saéns 5831-4 3.00 


Roman Roianp has said of Saint-Saéns that ‘‘he stands for something exceptional in French 
music, something which was almost unique until just lately; that is, a great classical spirit and a 
fine breadth of musical culture.’ This double significance in art of the veteran French composer is 
evinced in his piano music as well as his orchestral, and even in this delicious little Valse Non- 
chalante with its old-time suavity and poetical grace. 

M. Saint-Saéns made this record for the Duo-Art on the occasion of his last visit to the United 
States, when he journeyed from Paris to San Francisco to take part in the musical festivities of the 
Panama-Pacific Exposition; and though he had reached four score years, his playing of this limpid, 
flowing music is imbued with all the artistry he could have brought to its performance when 


fifty years younger. 
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‘Robert Lortat 


WELL-SCHOOLED musician and 
an exceptionally fine pianist, Rob- 
ert Lortat was born in Paris, in 

1885, and in his boyhood became a pupil 
of the celebrated French pianist, Louis 
Diemer, winning first prize at the Paris 
Conservatory when only fifteen years old. 
In 1909 he won the great Diemer Prize 
(awarded in a triennial competition for 
those among the male piano students of 
the Conservatoire who have obtained the 
first prize during the previous ten years) 
before a jury composed of Paderewski, 
Saint-Saéns, Massenet, Colonne, Rosen- 
thal, Sauer, Moszkowski, Plante and Gra- 
nados. Since entering upon his career as a 
virtuoso, he has won many other laurels 
inrecitals givenin Paris and in several other 
Europeancapitals, for hehastraveled much. 


As a pianist, Lortat is distinguished for a pea technical aoe a pleasing 
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individuality in interpretation, and an admirable attitude of sincerity toward his art. 


JARDINS SOUS LA PLUIE 


Duo-Art Records by Robert Lortat 


IMPROMPTU, Ob. 31, No. 2 : . : : : . Gabriel Faure 59239 2.25 
Claude Achille Debussy 61310 2.50 


One of the best liked and most delightful of the highly individualistic pianoforte pieces of the 
modern French master, Debussy, is this tonal picture of ‘‘Gardens in the Rain.’’ Novel alike in 
conception, in its melodic lines and in rhythm, with its constant patter of the raindrops and at 
the same time its amazingly clever indication of the varying intensity of the downpour, this trans- 
mutation into pure music of a summer shower is a brilliant tour de force. But it is much more than 
that, for this beautiful little piece is as refreshing as the garden flowers holding their heads up to 
the welcome rain, or as the glint of sunshine which flashes upon them at the end of the shower. 


POEME DES MONTAGNES, Suite for piano, Op. 15, III. Plein Air 
Vincent d' Indy 5929-3 2.75 


lige Poem of the Mountains, an early composition (Opus 15) published in 1881, was the first of 
his works to proclaim Vincent d’Indy’s surpassing abilities as a tonal landscapist. This piano 
suite is in three sections, the last of which Robert Lortat has chosen to interpret for the Duo-Art 
Piano. If the composer himself had given this section an English title, instead of the French “‘Plein 
Air,’ he would probably have called it ‘‘God’s Good Outdoors.”’ For he is a devout mystic, to whom 
the beauty and wonder of the visible earth are august revelations of the Divine. 

This final canto of a nobly beautiful poem is in turn sub-divided into seven short sections (with- 
out any breaks between them, of course; the music is continuous) to which are affixed the following 
explanatory titles: “Promenade, ’* “Beeches and Pines,’ ‘“The Well-Beloved,”’ “‘Calm,” “Gust 
of Wind,’’ ‘“Two,”’ and ‘“‘Love.”’ 

Here is loftily inspired and high aspiring music, music imbued with reverence, with raptness, 
with nobility; music that mounts to celestial altitudes. With rare intensity of expression and 
great distinction of style, it proclaims sublimity of an austere kind, suggesting towering intellectual 
heights; and yet it has another side, radiant with humanity, glowing with religious spirit, that 
equally proclaims serenity and love. 
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PRELUDE, CHORAL, AND FUGUE. 1, The Prelude 2. Cesar ee Gta 
PRELUDE, CHORAL, AND FUGUE. 2, The Choral . ee Goarirranckes 59010)” 2:50 
PRELUDE, CHORAL, AND FUGUE. 3, The Fugue : . César Franck 5906-4 3.00 


tae ‘Prelude, Choral, and Fugue,”’ written in the last decade of the composer's life, is perhaps 
the most important contribution of César Franck to the music of the piano. Like all his works, 
it is highly individualistic and most carefully wrought—is to a peculiar degree an expression of 
himself, full of his mystical and contemplative emotion. 

The Prelude in form is not unlike those quasi-fantasias with which Bach preludes his organ 
fugues and toccatas, but in melody, and particularly in harmonization, it is excessively modern. 
More a rhapsodical than a formal piece of writing, this Prelude as a whole is imbued with glowing 
kaleidoscopic color, with rich, imaginative beauty, with profound religious feeling. 

Even more than the ‘‘Prelude,’’ the Choral is characteristic, not alone of the peculiar musical 
style, but as well of the remarkable individuality of César Franck. It begins in a very odd and 
unconventional way in a remote tonality which seemingly has no connection with the first move- 
ment of the work. The opening measures suggest uncertainty, almost bewilderment—a sort of 
groping in subterranean darkness; but these soon lead into a passage in large, rolling, organ-like 
chords of most striking originality and beauty. The melody is of noteworthy organization and 
expressiveness. The harmony glows with sensuous richness and amplitude. And the deliberate 
progress of the bass down the diatonic scale gives grandeur and dignity to the whole conception. 
The groping, mysteriously uncertain effects return later, and again are followed by the great song 
which is the musical essence and most memorable feature of this unique and original composition. 

The themes of the Prelude and the Choral are joined with the ‘‘voices’’ of the Fugue, and, 
beautiful as they appeared in their original exposition, they gain new beauty and impressiveness 
as now they soar and sing and unite to rear this stupendous and refulgent Palace of Sound—a mag- 
nificent tonal monument of lofty grandeur and enduring beauty. 


RETURN OF THE MULETEERS : : : ; Deodat de Severac 60618 2.00 


Piamstcar surprise is this bit of delineative writing, one of the most vivid and realistic descriptive 
pieces ever composed for the pianoforte. The trample and broken trot of the mules, on their weary 
and halting homeward way, the clanking of their crude harness and rattling chains, and the urgings 
of the drivers, all are deftly transmuted into music to conjure up the exotic picture, which is spread 
before us with startling vividness and completeness. But the piece is interesting as music, too, 
quite aside from its pictorial suggestiveness, by reason of its novel and very clever effects of harmony 
and rhythm. 


ROMANCE HONGROISE . ; : , Clement Philibert Leo Deltbes 58639 2.25 


O: ingratiating beauty and indeed quite compelling witchery is this Hungarian Romance by one 
of the most meritorious composers of the modern French school, Leo Delibes, world-famed for his 
exquisite ballets, ‘‘Coppélia’’ and ‘‘Sylvia”’ and his opera ‘‘Lakmé.”’ 

“Romance’’ in music is a term of very vague signification, the characteristics of a piece so 
named being rather those of personal sentiment and expression than of precise form. In the present 
example, the form adopted is really that which is now familiarly known as ‘‘Impromptu.’’ The 
first section, which is repeated as the conclusion of the piece, impresses one as almost more French 
than Hungarian in feeling; but the middle section is filled with the dash and fire of the Hungarian 
spirit and is marked by the peculiarly forceful syncopation typical of Magyar music. 


TROIS Weeusts, Or. 11, No.1. . ; ! : Charles Marie Widor 5882-3 2.75 


VALSE CAPRICE, Op. 30. ; ' : : ‘ . Gabriel Fauré 6089-3 2.75 


Gaparet Fauré’s pianoforte music, voluminous as it is, is always facile and pleasing and eminently 
pianistic. A characteristic example is this Valse Caprice, which dances lightly and delightfully 
with genuine vivacity, piquancy of style and originality of harmony. 
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Selim Palmgren 


ELIM PALMGREN, who made his 

first visit to the United States in the 

spring of 1921, enjoysa wide European 
reputation as the foremost and the best- 
known representative of the younger gen- 
eration of Finnish composers. He was born 
at Bjoerneborg, Finland, on February 16, 
1878. After completing the piano course 
at the National Conservatory in Helsing- 
fors, he continued his pianistic studies in 
Berlin with Konrad Ansorge, Wilhelm Ber- 
ger and Ferruccio Busoni. On his return 
to Helsingfors, he conducted a choral 
society there for a time, and later for sev- 
eral years was conductor of the Music 
Society Orchestra at Abo. He has made 
several very successful tours of the prin- 
cipal cities of Finland and Scandinavia as 
a pianist, appearing also as visiting con- 
ductor. 

His compositions include two operas, ‘‘Daniel Hjort,’’ produced at Abo and Helsingfors 
in 1910, and ‘“‘Peter Schlemihl’’ (not yet produced); a symphonic poem, ‘‘Floden;’’ two 
orchestral suites, ‘‘The Seasons’ and ‘‘Pastorale;’’ many songs, several male choruses, 
and a large number of piano works, among which may be mentioned two concertos with 
orchestra, entitled respectively ‘“The River’’ and ‘‘Metamorphoses,”’ a Sonata, a Fantasia, 
a Ballade (in the form of a theme with variations), 24 Preludes, Finnish Lyrics (12 pieces), 
and a Finnish Suite. 


Duo-Art Records by Selim Palmgren 


BARCAROLLE, Ob. 14 ; ’ : : : Selim Palmgren 65888 2.00 


liens Barcarolle by the Finnish composer, Selim Palmgren, is a very pretty and skilfully fashioned 
example of the form in which the individuality of the composer is dominant and there are subtle 
hints of his native land with its strange atmosphere of legend and rune. The odd but pleasant lulling 
melody, so simply harmonized that it seems to be sung by each note of the accompanying chord in 
steady progression of chords, is carried through a graduation of dynamics to a resounding climax— 
then reverts to the soft-toned beginning and the whole development is repeated. A novel, interesting 
and appealingly beautiful piece of music. 


MAY NIGHT : : . ; ; : Selim Palmgren 64618 2.00 


An altogether novel, very delicate and quite entrancing little tonal picture in thoroughly modern 
tonalities and style is this May Night nocturne, suggesting spring balminess and moonlight and 
quiet delight in the open country—some far northern country, obviously, for here is no sultriness 
of the South, no languor, no heat of passionate utterance such as the Southlands breed. The charm- 
ing little piece had already found its way into the repertoires of several American pianists and won 
considerable public favor before Mr. Palmgren had visited these shores. It is doubly interesting, 
therefore, to have his own authoritative interpretation of it. 
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Constantin S Lernberg 


HE name of Constantin Sternberg 

has long beena familiar one in Amer- 

ican musical annals, for he has lived 
and worked in the United States since 1880. 
He was born in the Russian capital in 1852, 
was a pupil of Moscheles and Hauptmann 
at the Leipsig Conservatory, and later stud- 
ied with Kullak and Liszt. He had made 
concert tours in Europe, Asia and Egypt 
and had conducted opera in several cities 
before coming to America. After much con- 
certizing here, he established the Sternberg 
School of Music in Philadelphia in 1890. 
Many of his compositions have won pop- 
ular success. Mr. Sternberg, who recorded 
his interpretations exclusively for the Duo- 
Art Piano, died in Philadelphia on March 
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Duo-Art Records by Constantin Sternberg 
dreGeOWN, Or. 113, No.3 . , A : : Constantin Sternberg 61388 2.00 


eters is an extremely clever bit of musical characterization, a delineation of prankish humor with 
quips and tricks aplenty, yet, despite its whimsicalities, its sudden turns and surprises, one that is 
thoroughly and soundly and delightfully musical. A novelty, even an oddity, if you will; the little 
piece has a very real grace and charm of its own. 


EN BOHEME, Ob. 82, ; : : : : . Constantin Sternberg 61789 2.25 


Ever since Shakespeare first boldly conceded to the kingdom of Bohemia a seacoast, each 
succeeding generation has taken the liberty to refashion this enchanted country in accordance 
with its own ideals. Every voyager who has newly cruised its encompassing seas has recharted its 
coastline and more or less enlarged its boundaries. This Mr. Sternberg has done for us anew in 
this interesting little piano piece, which has a novel grace and beauty of its own. 


NIGHT SONG, Ob. 56, No. 6 : ‘ : Constantin Sternberg 61288 2.00 
PASSEPIED, Op. 58 : : . : f : Constantin Sternberg 61688 2.00 


A DANCE which originated among the sailors of Lower Brittany, the Passepied is said to have been 
first danced in Paris by street-dancers in the year 1587. In character the dance resembles somewhat 
the Minuet, but it is played much faster. 

The present example, while not lacking in the quaintness characteristic of this old-time dance, 
nevertheless is permeated with the originality, the indefinable something which we call indi- 
viduality, that characterizes the pianoforte pieces of Constantin Sternberg. 


Pew irs, Op. 106, Nos: land2- . ; : . Constantin Sternberg 61908 2.00 


Tuzse. two appealingly beautiful little pieces, while of the type of Chopin’s invention, are yet 
wholly original and individualistic, for in them Mr. Sternberg has something of his own to say 
and says it in his own way. The first presents a lovely singing melody, with a simple accompaniment, 
while the second is a more spirited, rapid and vigorous proclamation of a contrasting mood. 
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Cyral Scott 


YRIL MEIR SCOTT, perhaps the 
most individualistic of modern Eng- 
lish composers, and a pianist of 

exceptional abilities, was born in Oxton, 
Cheshire, on September 27, 1879. Having 
studied the pianoforte until he was seven- 
teen years old, he then went to the Frank- 
fort Conservatory, where for several years 
he studied composition with Professor 
Ivan Knorr. He speedily emancipated him- 
self from the limitations of musical con- 
ventions and as a composer adopted the 
principles and methods of the ultra- modern 
impressionists. 

Mr. Scott’s compositions include a 
symphony, four overtures, two rhapsodies 
and other works for orchestra, a piano- 
forte concerto, two string quartets, piano- § 
forte sextet and quintet, a violin sonata, && 
many songs,and numerous piano pieces. He has published also books of verses and has written 
much on esthetics and the occult aspects of music. He is a theosophist and a student of and 
lecturer on occult philosophy, and is said to be a thorough believer in the relation between 
tones and colors, as well as in the transmigration of souls. 

Mtr. Scott made his first American tour, giving recitals of his own compositions, in the 
winter of 1920-21. He recorded his interpretations exclusively for the Duo-Art Piano. 
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Duo-Art Records by Cyril Scott 


DANSE NEGRE, Op. 58, No.5. , ; ; ; Cyril Mezr Scott 64060 2.50 


Tus brilliant and lively Danse Negre, with its well accentuated rhythmic swing, is one of the 
most popular of the piano pieces of Cyril Scott. It is fashioned upon a merry and rather naive air, 
evidently intended to appear as a negro melody. And this dance tune is cleverly and interestingly 
accompanied with a sparkling, harmonic setting, which, while not ultra-daring, serves to keep 
the listening ear constantly alive to its points of charm and of novelty. Here it is played authorita- 
tively, of course, but it is also played with remarkable skill, dash and brilliancy. 


SYMPHONIC DANCE No. 1. ; Scott-Grainger 6514-4 3.00 
(Arranged for and Played on Two Pianos by Cyril Scott and Percy Grainger) 


yriL Scort’s Symphonic Dance, No. 1, was originally composed for full orchestra and had its 
first performance at one of H. Balfour Gardiner’s concerts in London. When it came into Percy 
Grainger’s hands he was so delighted with it that he immediately, with the composer's sanction, 
made a two-piano arrangement of it; and when Mr. Scott visited America a few months ago, the 
two composer-pianists co-operated in recording for the Duo-Art this two-piano version. 

The piece itself is vigorous, spirited, red-blooded and pulsating music, based on stirring 
themes of distinctive individuality, which are developed symphonically, and at certain points in that 
development are made to contrast piquantly. There are hints of the whole-tone scale, novel and 
interest-intriguing harmonic effects, and fascinating rhythmic dash and swing. In short, it is a highly 
interesting and delightful example of Cyril Scott’s remarkably individualistic work, here presented 
in a superb performance. 
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Ralph Leopold 


ALPH LEOPOLD was born in 
Pottstown, Pa., and was brought 
up in a musical atmosphere, both 

parents and an older sister and brother all 
being amateur musicians of considerable 
ability. He began regular study of the 
piano when six years old, and took up the 
organ and theory when twelve. In his boy- 
hood he served for several years as organist 
of various churches in Philadelphia. He 
was admitted to the American Guild of 
Organists as its youngest member. Desir- 
ing to enlarge his field of musical activity, 
young Leopold went to Europe to study, 
and for some time worked chiefly with 
Mme. Stepanoff in Berlin. He made his 
debut as a pianist with the Berlin Phil- 
harmonic Orchestra; then made a successful 
concert tour of Germany. After America 
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entered the World War he enlisted in the army and served as an instructor in the Army Music 
School for Bandmasters at Governor's Island, New York. He gave his first New York recital in 
October, 1919, at Acolian Hall, since which time he has appeared in most of the leading cities 
from coast to coast. He has been particularly successful in lecture-recitals on Wagner's 
music-dramas, of which he has made something of a specialty. 


Duo-Art Records by Ralph Leopold 
OF RICHARD WAGNER'S ‘‘THE RING OF THE NIBELUNG’’ 


Wiacner’s greatest achievement, the gigantic ‘‘Ring of the Nibelung,’’ is a masterpiece without 
parallel in the history of music. It comprises four music-dramas: ‘‘Das Rheingold'’ (The Rhine 
Gold), “Die Walkiire’’ (The Valkyrie), ‘‘Siegfried,’’ and ‘‘Die Gétterdimmerung’’ (The Dusk 
of the Gods), ‘The Rhine Gold”’ being an introduction to the trilogy proper, though occupying 
an evening for its performance. These dramas are formed on the model of the trilogies of the great 
Greek dramatists, and the whole vast work has been aptly described as ‘‘the most colossal attempt 
upon which the dramatic muse has ventured since the times of Aeschylus.”’ 

Wagner fashioned his dramatic story out of the materials of the old mythology of Northern 
Europe, as preserved in the “‘Nibelungenlied,’’ the Norse Sagas and the Icelandic Eddas. The story 
deals with gods and men, and for its proper comprehension it is important to remember that the 
gods of Teutonic legend are not immortal. They rule for a limited time, subject to the decrees of 
eternal Fate. In “The Ring of the Nibelung’’ is set forth the irresistible working of Fate to avenge 
the violation of the moral law; and, also, the victorious process of atonement and of redemption 
through love, whereby a new order is established. 

The motive of the drama turns upon the possession of a magic ring, made of gold stolen from 
its rightful guardians, the Rhinemaidens, by Alberich, prince of the Nibelungs, the dwarf smiths 
and makers of weapons who dwell in the bowels of the earth. For the possessor of this ring, if he 
renounce love forever, shall rule the world. But eventually, because of the treasure’s theft, it will 
bring ruin and death to everyone who wears it. 

Wotan, king of the gods, has employed the giants Fafner and Fasolt to build Valhalla, a castle 
and stronghold for the gods against their enemies, and as payment has promised to give them Freia, 

‘the goddess of love and youth and beauty. He dare not kcep that promise, for her loss would mean 
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decay and death to the gods. By force and cunning Wotan wrests the treasure from Alberich, and 
gives it to the giants, who accept it instead of Freia. They quarrel over it, and Fafner kills Fasolt. 
Wotan soon finds that he cannot himself expiate the wrong he has done, nor can he avert the slowly 
and surely approaching doom, the “‘twilight’’ of the gods. Only a free agent, independent of the 
gods, and able to dare and do, can make expiation for the curse. At last Wotan yields to despair. ° 
His will is broken, and he courts the inevitable doom. 

In this sore emergency the hero appears. He belongs to the race of the Volsungs, children of 
Wotan and a human mother. The unnatural union of the twins, Siegmund and Sieglinde, produces 
Siegfried, the hero. The parents pay the penalty of incest with their lives; but Siegfried remains and is 
reared by the Nibelung Mime. Siegfried recovers the ring by slaying Fafner, who had transformed 
himself into a dragon to guard the fatal treasure. Brynhilde, the Valkyrie, Wotan’s favorite daugh- 
ter, contrary to his instructions, had protected Siegmund in the fight which resulted in his death, 
and was condemned to sleep upon a rock surrounded by flames until awakened by a hero bold 
enough to penetrate the wall of fire. Siegfried rescues her. She wakens into love, as a mortal woman, 
and gives herself to Siegfried, who gives her the ring, but not before it has worked its curse upon him. 

In quest of new adventures, Siegfried meets the Gibichungs, Gunther, Gutrune, and their half- 
brother, Hagen, Alberich’s son, who covets the ring. Under the influence of a magic potion brewed 
by Hagen, Siegfried forgets his former life. He agrees to win Brynhilde for Gunther; robs her of the 
ring; and then marries Gutrune. While in the forest with a hunting party, Siegfried is killed by 
Hagen, who plunges a spear into his back. Hagen claims the ring, and kills Gunther, who tries to 
prevent his taking it; but as he grasps at it, Siegfried’s hand is raised threateningly, and Hagen 
shrinks back terrified. Brynhilde takes the ring, and then applies the torch to Siegfried’s funeral 
pyre. Mounting her steed, she dashes into the towering flames. The Rhine overflows its banks, 
and the Rhinemaidens recover the ring from the ashes of the pyre. Valhalla with its gods is seen 
burning in the distance. The ancient order, sapped by lust for power and gold, has crumbled, and 
a new world founded on self-sacrificing love rises from its ashes to usher in the era of freedom. 

In this stupendous creation, the composition of which, often interrupted and as often recom- 
menced, extended over a quarter of a century, Wagner completely achieved his own distinctive 
and epoch-making style as a lyric dramatist. In making the musical and the dramatic elements of 
equal importance, he devised an elaborate system in which not only each of the characters in the 
drama, but also their thoughts, feelings, and aspirations are represented by distinct musical phrases. 
These musical themes, or ‘‘leading motives,’’ are subject, as much as the characters and sentiments 
which they represent, to organic change and development. Thus the musical fabric—since it mirrors 
every incident in the progress of the drama, the growth of each sentiment or passion, the play of 
every thought and feeling—is entirely intelligible in and of itself, as a part of the drama. 

In the ten superb Duo-Art Records described in the following pages, Ralph Leopold has achieved 
a wonderful and a delightful epitome of the music of ‘“The Ring of the Nibelung.’’ He has made 
his excerpts with excellent judgment, linked them together skilfully, and played them superbly. 
These are not transcriptions, or paraphrases, but have been played direct from the piano and vocal 
score. No such set of music rolls of Wagner’s masterwork has ever been issued before. 


THE RHINE GOLD (Das Rheingold) excerpts from scenes I and II: The 
Rhinemaidens; Interlude; Valhalla Scene; Descent into Nibel- 
heim : Richard Wagner 69380 2.50 


THE RHINE GOLD (Das Rheingold). The Storm, and Entrance of the 
Gods into Valhalla . . Richard Wagner 69390 2.50 


‘thee music begins with the motive of the Primeval Element, water (the Rhine). In the opening 
scene the three Rhinemaidens, Wellgunde, Woglinde, and Flosshilde, are joyously swimming 
around the rock on which lies the mysterious treasure, the Rhine Gold. Their motive is followed 
by that of the Rhine Gold as it glows with increasing brightness, and then comes the Rhinemaidens’ 
trio, Praise of the Rhine Gold. Scene II discloses the castle of Valhalla, high on a cliff overlooking 
the Rhine. The following motives are heard in succession: Valhalla, Greeting to Valhalla, Love’s 
Fascination, the Giants, Freia, the Golden Apples of Youth. A return of Love’s Fascination linked 
with the Forge motive is followed by a beautiful development of the motives of Freia, the Rhine 
Gold, and the Ring—for the Gold, forged into a Ring is to ransom Freia from the Giants. In the 
next section Wotan and the fire-god Loge start off for Nibelheim, abode of the Nibelungs, to wrest 
the gold from Alberich. The motives are: Love’s Regret, Loge, Bondage, Flight, the Rhine Gold, the 
Ring; then a combination of Flight and the Forge, Bondage and the Forge, and finally, combined 
with the rhythm of the Forge, Alberich’s Power. . 
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The second roll begins with the storm evoked by Donner, the god of thunder, after which 
emerges the Rainbow-bridge, over which the gods solemnly march into Valhalla, while from far 
below rise the cries of the Rhinemaidens lamenting their lost treasure. This is the climax of the 
Prelude to the Trilogy and one of Wagner’s most magnificent and powerful musical pictures. 


THE VALKYRIE (Die Walkiire); Excerpts from Act I: The Tempest; Open- 
ing scene; Love Scene; Drawing of the Sword from the Tree, and 
Finale. 2 : : 4 Richard Wagner 69400 2.50 


THE VALKYRIE (Die Walkiire); Excerpts from Acts II and III: Siegmund’s 
Death Prophecy; Ride of the Valkyries; Brynhilde’s Narration and 
Appeal; Magic Fire Scene . 5 ae : - Richard Wagner 69410 2.50 


N “The Valkyrie’’ the human drama begins. Strong races of men have come into existence. But 
they blindly follow celestial plans, and are watched over by the nine Valkyries (daughters of Wotan 
and Erda) who carry the heroes slain in battle to Valhalla. Bound by oath to Fafner not to take 
the Ring from him, Wotan hopes that his half-human son Siegmund will accomplish that feat. 
Act I: Seeking shelter from a raging storm, a stranger (Siegmund) rushes into the hut of Hunding 
and Sieglinde and falls exhausted by the fire. Sieglinde appears and offers him refreshment. Hunding 
comes in, and Siegmund tells his story—motives of Siegmund’s Fatigue, Sieglinde's Sympathy, 
Flight, Love of Siegmund and Sieglinde, Woes of the Volsungs, Sympathy, Hunding, and the Heroic 
Theme of the Volsungs. Hunding having retired, Sieglinde tells of the sword which a mysterious 
stranger (Wotan) on her wedding-day thrust into the tree that supports the roof of the hut, and 
which no man has been able to pull out. Siegmund draws the sword from the tree, and seizing 
Sieglinde in his arms disappears into the forest. As the fire-light gleams on the hilt of the sword, 
the motive of the Sword appears several times in a shimmering accompaniment. Siegmund | sings his 
Song of Love to the motives of Spring and Love. Then follow the motives of Freia, Delight, Hero- 
ism, and the Sword, culminating in a great climax. 

Act II: Wotan directs Brynhilde to protect Siegmund in the approaching combat with Hunding, 
but his goddess-wife, Fricka, protectress of marriage, compels him to countermand that order. In the 
fight Brynhilde does try to shield Siegmund. Wotan thrusts his spear between the combatants. 
Siegmund’s sword is shattered upon it, and he is slain by Hunding, who in turn falls dead at Wotan’s 
contemptuous glance. Brynhilde rescues Sieglinde and tells her that she shall bear the most glorious 
hero of the world, Siegfried. In Act III, preluded by the thrilling ‘‘Ride of the Valkyries,’’ Wotan 
punishes the disobedient Brynhilde, banishing her from Valhalla and putting her to sleep on the 
mountain-top, to be the bride of the first man who finds and awakens her. She pleads passionately 
for protection against dishonor, and Wotan consents. Kissing her fondly to sleep, he lays her gently 
on a mossy couch, covers her with her shield, and takes farewell of her in a scene of majestic pathos 
that is deeply impressive. Then he summons the fire-god, Loge, and as he strikes the earth with his 
spear a rampart of flame springs up around the sleeping figure, and the curtain falls on a scene of 
extraordinary power, beauty, and majesty. 

The Duo-Art Record of Excerpts from Acts II and III begins with the sombre motives of Fate 
and Death. As Brynhilde decides to defend Siegmund, the Death motive is gradually transformed into 

_amood of great exaltation. The Flight motive is followed by the Ride of the Valkyries. Brynhilde’s 
announcement to Sieglinde appears in the motives of Siegfried the Hero and the Sword. Sieglinde’s 
gratitude is sung in the wonderful theme of Redemption through Love, which is to play a won- 
derful part in the final climax of ‘‘The Dusk of the Gods.”’ Brynhilde’s appeal to Wotan is built 
on a few notes from Wotan’s Wrath changed into a mood of pathos. Then follow the Announcement 
of a New Life, Brynhilde’s Slumber motive, and the Magic Fire Music. 


SIEGFRIED; Excerpts from Act I: Siegfried and Mime; The Wanderer; F org- 


ing of the Sword; Finale . ; i . . Richard Wagner 69420 2.50 
SIEGFRIED; Act II: Sounds of the Forest : ; . Richard Wagner 69430 2.50 
SIEGFRIED; Excerpts from Act III: Introduction; Siegfried Passin g Through 

the Fire; Brynhilde’s Awakening; Finale. - Richard Wagner 69440 2.50 


Many years have passed since the tragic close of ‘‘The Valkyrie.’’ Sieglinde died in giving birth 
to Siegfried, whom she entrusted, together with the fragments of Siegmund’s sword, to the Nibelung 
Mime, who had forged the Ring for Alberich. Mime brings up the handsome boy in the hope that 
when grown to manhood Siegfried may slay the dragon Fafner and win for Mime the hoarded 
treasure. But Mime 1s incompetent to forge anew the broken sword. While he is trying to weld 
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its pieces together Wotan, who has become a wanderer on the earth, comes to his cave and tells 
him that it can only be forged anew by one who knows not fear. Siegfried himself melts up the 
fragments of the sword and reforges it, in one of the most thrilling scenes of the whole work. With 
the sword Siegfried kills the dragon, Fafner. A touch of its blood upon his lips enables him to 
understand the language of the birds. They tell him of the treasure and also that Mime has poisoned 
the drink he is offering for his refreshment. He cares naught for hoard of gold, but takes the Ring 
and the magic helmet, and with one sweep of his sword slays the treacherous dwarf. Then, guided by 
the friendly bird, he hastens up the mountain-side to the sleeping Brynhilde. 

In the excerpts from Act I are heard the motives of the Forge, soon combined with Bondage 
and the Rising Hoard; the Ring, Mime’s Complaint; Siegfried’s Strenuous Activities (Joy of Life), 
Filial Love, later combined with Joy of Life, Song of Wandering, Desire to Travel, and then a 
beautiful development of the theme of the Wanderer. The great Forging Scene brings in the Song 
of the Forge, the Sword, and Siegfried’s Triumph. 

The ‘‘Sounds of the Forest,’ one of Wagner’s most poetical and irresistible scenes, is filled 
with magical beauty. Lying at ease under the rustling trees, Siegfried muses about his mother. 
Freia’s motive and the Forest Murmurs ate followed by that of the Bird. Omitting the fight with 
the dragon, the music-roll continues with Siegfried’s emergence from Fafner’s cave with the Ring 
and Helmet—motives of the Ring, Praise of the Gold, the Rhine Gold, leading to a return of Forest 
Murmurs and the Bird. 

The Introduction to Act III is pervaded with the rhythm of the Ride of the Valkyries. As 
Siegfried passes through the fire he is accompanied by the motives of the Flickering Fire, Praise 
of the Gold, Siegfried the Youth, the Bird, Siegfried the Hero, and Loge. The fire gradually subsides 
to the motive of Eternal Sleep. Brynhilde, awakened by Siegfried’s kiss, opens her eyes to the motive 
of Freia. Then follow successively Brynhilde’s Greeting to the Light of Day, Love’s Greeting, the 
Ecstasy of Love, Peace, and Siegfried the World’s Treasure. The magnificent Finale consists of 
combinations of the World’s Heritage, Love’s Resolve, Love’s Greeting, Siegfried the Hero, and 
the Ecstasy of Love. ' 


THE DUSK OF THE GODS (Die Gétterdimmerung) Prologue: Sunrise; 
Siegfrieds’ Parting from Brynhilde  . ; . Richard Wagner 69450 2.50 
THE DUSK OF THE GODS (Die Gétterdammerung); Excerpts from Acts I, 
II, and III: Scene of the Gibichungs; Hagen’s Meditation; Chorus of 
Vassals (Call to the Marriage); Song of the Rhinemaidens. 
Richard Wagner 69460 2.50 
THE DUSK OF THE GODS (Die Gotterdammerung); Act III: Closing Scene: 
Brynhilde’s Immolation, and Finale . : Richard Wagner 69470 2.50 


N ‘‘The Dusk of the Gods’’ we leave the idyllic beauty of the cool forest for the haunts of men, 
and exchange the sinless purity of youth for envy, malice, and all uncharitableness. The Prologue 
begins with a night scene upon the Valkyrie’s rock. The three Norns sit there, winding the skein of 
the world’s destinies in the gloom, and predicting the oncoming doom of the gods. With the mag- 
nificent tonal picture of Sunrise Siegfried and Brynhilde appear. The music begins with the theme 
of Brynhilde’s Awakening, combined with those of the Primeval Element, and the Norns, followed ~ 
by the motive of Fate. The motive of Siegfried the Youth is now transformed into Siegfried the 
Mature Man. The great crescendo depicting sunrise is built up of a beautiful development of the 
motive of Brynhilde. Next we hear varied developments of the themes of Brynhilde, Siegfried the 
Mature Man, Heroic Love, and Love’s Greeting. Near the close comes a combination of Siegfried 
the Youth and the Valkyrie. When Siegfried is about to depart the music is pervaded with the 
Desire to Travel motive, and joined to it is heard the Valkyrie theme. As Brynhilde watches Sieg- 
fried descend the mountain we hear the motives of Brynhilde and Love's Greeting, and the number 
closes with a majestic return of Siegfried the Mature Man. 

The music of the Scene of the Gibichungs is built up of the motives of Hagen, the Gibichungs, 
Hagen’s Perfidious Friendship, Freia, the Magic Helmet, Treachery through Magic, Gutrune’s 
Greeting, and Gutrune’s Love. During Hagen’s Meditation—as he devises his crafty scheme for 
getting Siegfried into his power—appear the themes of Bondage, Alberich’s Power, Hagen, Sieg- 
fried the Youth, Siegfried the Hero, Treachery through Magic joined with the Valkyrie. In the 
Chorus of Vassals appear Awakening Day, Treachery Through Magic, and Call to the Marriage. 
The Song of the Rhinemaidens (the opening scene of Act III, where Siegfried straying alone beside 
the Rhine is besought by the Rhinemaidens to restore to them the Ring) is introduced by Siegfried’s 
horn-call. This motive of Siegfried the Youth is followed by those of the Rhine, Praise of the Gold, 
the Rhine Gold, and two new themes depicting the graceful movements of the Rhinemaidens. 
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Brynhilde’s Immolation scene is introduced by the motive of Fate, followed by an elaborate de- 
velopment of that of the Divine Power of the Gods. The building of the funeral pyre brings in also 
the Magic Fire, combined with Siegfried the Hero, and the Fall of the Gods. Later, the Magic Fire 
is linked with the Valkyrie, and again Siegfried the Hero, then a majestic return of the God's Power. 
With the motive of the Compact, Brynhilde applies the torch to the pyre, and immediately follow 
those of Loge, the Magic Fire, the Fall of the Gods, the Rhine, Valhalla (in an interrupted and 
incomplete form.) After a further development of the Loge theme, as Brynhilde calls for her horse 
we hear the motives of the Valkyrie, the Cry of the Valkyries, and a combination of Redemption 
through Love and Siegfried the Hero. Brynhilde’s last words—that love is the one eternal and endur- 
ing good—are sung to a marvelous development of Redemption through Love, which is finally linked 
to Siegfried the Hero. Brynhilde leaps into the flames and the Valkyrie and the Cry of the Valkyries 
are combined, and then overpowered by Magic Fire and Loge. The flames slowly subside to the theme 
of Eternal Sleep. 

The Finale brings the most amazing and stupendous combination of themes that even Wagner 
ever achieved. The Rhine, and Flickering Fire form a continual accompaniment to the Rhinemaidens, 
Valhalla, Redemption through Love, and as the castle of the gods is consumed by fire we hear the 
Valhalla theme in its most magnificent splendor, combined with the Power of the Gods. After one 
more recurrence of Siegfried the Hero and the Fall of the Gods, the end comes with the beautiful 
Redemption through Love soaring above all. Reparation has been made. The hero without fear is 
victorious. Free will, independent of the gods, will rule the world, and the gods themselves are lost 
in the human creation. Love is given to men, and conquers death. 


MOTIVES OF THE RING OF THE NIBELUNG; Roll I Richard Wagner 69480 2.50 
MOTIVES OF THE RING OF THE NIBELUNG; Roll II Richard Wagner 69490 2.50 


In these two Duo-Art Music-Rolls Mr. Leopold has recorded, in the order in which they first appear 
in Wagnet’s great cycle of music-dramas, all the characteristic musical themes, or ‘‘leading motives’’ 
as they are called, of ‘“The Ring of the Nibelung.’’ These music-rolls constitute an invaluable aid for 
the study of his greatest masterpiece. Although they may be bought separately, they are intended 
primarily for those who purchase complete sets of Mr. Leopold’s Duo-Art Records of Excerpts 
from ““The Ring of the Nibelung.’’ The full set of twelve rolls—together with Richard Aldrich’s 
book “‘A Guide to the Ring of the Nibelung’’ (published by Oliver Ditson Company)—may be 
had for the special price of $25.00. 


TRISTAN AND ISOLDE—Excerpts from Act I: Prelude; Kurvenal’s Song; 
Isolde’s Narration; Finale ; Richard Wagner 70840 2.50 


In the old, old legend of Tristan and Isolde, the world’s greatest love tragedy, Richard Wagner 
found a subject ideally suited to his genius; and he clothed it with music of supreme loveliness 
and deathless beauty—never before or since has the poetry and tragedy of love been set to music 
of such glowing, ineffable, resistless beauty. 

Isolde, daughter of the King of Ireland, is sought in marriage by King Mark of Cornwall, who 
sends his nephew, Tristan, to bring her to England. Before the beginning of the drama Tristan had 
slain Morold, Isolde’s lover; had been wounded in the fight, and had been nursed by Isolde, who, 
without knowing who he was, had fallen in love with him. The first act takes place on board the 
ship which is bearing Isolde to Cornwall. She vows never to become the bride of King Mark and, 
opening a casket of magic vials, bids Brangaena, her attendant, pour one which contains a deadly 
poison into a goblet. Then she summons Tristan from his place at the helm, and invites him to 
share the cup with her—it is time he should atone for the killing of Morold. Tristan gladly accepts, 
for he loves Isolde and prefers death to a life of hopeless yearning. But Brangaena has substituted a 
love philtre for the poison, and the lovers, instead of the pangs of death, feel themselves over- 
mastered by an irresistible wave of passion. Oblivious of the shouts of the sailors heralding the 
landing of the ship, Tristan and Isolde meet in a long embrace. 

The opening notes of the Prelude express Confession of Love, to which is immediately linked 
the motive of Desire. After several repetitions, there appear the distinct and characteristic musical 

_ phrases (motives) known as The Love Glance, Love Potion, Death Potion; then a return of the 
Glance followed by the Magic Casket. From the first scene there is a beautiful development of 
the motive of The Sea. After some connecting lyric phrases Kurvenal sings his vigorous, satirical 
song, Closing with the motive of Glory to Tristan. A sweeping phrase of Desire leads to Isolde’s 
Narration, which proclaims Tristan Wounded and Glory to Tristan. Then follows Brangaena’s 
tender appeal to Isolde. The great Finale consists chiefly of a brief love duet after the potion has 
been drunk. In ecstatic mood are heard the motives of The Love Glance, Desire, Deliverance by 

~»- Death (combined with Desire), and the Love Potion. The last bars bring the Cry of the Sailors, the 
Sea, Desire, and finally King Mark’s trumpet call. 
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LBERT WOLFF, one of the most 
A successful of modern French opera 
composers, was born in 1884. He 
entered the Paris Conservatory in 1898, to 
study composition, becoming the pupil of 
Leroux, Vidal, and Gédalge. From 1904 to 
1906 he earned his livelihood by teaching 
and by playing the piano. In 1907 he be- 
came organist of the Church of St. Thomas 
d’Aquin, holding that post for four years. 
He also conducted a small orchestra in the 
Latin Quarter, and in 1909 was appointed 
a professor at the Conservatory. In that 
year also he toured France as an opera 
conductor, and conducted Laparra’s opera, 
‘La Jota,’’ at the Opéra Comique, in which 
his success was so pronounced that he was 
chosen to conduct a series of performances PUL 
by that organization in Buenos Ayres, and Ss2ermfiom 
after his return was appointed conductor at the Opéra Comique, in 1911, where he remained 
until the musical life of Paris was disrupted by the Great War. 

M. Wolff at once joined his regiment and he remained in the military service until 
February, 1919, winning promotion for his bravery. His first opera, “‘Le Marchand de 
Masques,’’ was produced at Nice in 1904. He has also composed an opera on Maeterlinck’s 
‘Sister Beatrice,’’ a ballet, ‘‘Kilidja,’’ a symphonic poem, a sonata for violin and piano, 
and other works in smaller forms. He came to the United States at the end of the year 1919, 
to become one of the conductors at the Metropolitan Opera House, New York. 

M. Wolff recorded his interpretations exclusively for the Duo-Art Piano. 


Duo-Art Records by Albert Wolff 


PRELUDE AND DEPARTURE OF THE CHILDREN IN SEARCH OF 
THE BLUE BIRD. From the Opera, ‘‘The Blue Bird”’ Albert Wolff 62710 2.50 


Apert Woxrr’s musical setting of Maurice Maeterlinck’s symbolistic fairy play, ‘‘The Blue Bird,”’ 
had its world premiere performance at the Metropolitan Opera House, New York, on December 
27, 1919, with the composer in the conductor’s chair, and scored an immediate and impressive 
triumph. 

This record-roll contains the opening music of the opera. The Prelude (here given in part only) 
is a series of beautiful and impressive chords, mounting slowly to end on a note of question and 
mystery. This leads directly into a sort of slow march of quite novel character and individuality, 
to the strains of which the woodcutter’s children, Tyltil and Mytil, and their fantastic companions, 
Light, Water, Fire, Bread, Sugar, Milk, the faithful and humorous Dog and the malicious, satirical 
and traitorous Cat, set out in quest of the Blue Bird, at the behest of the Fairy Bérylune. In the 
opera this music forms a pretty interlude for the rhythmic pantomime of this motley group, prepara- 
tory to the actual Departure of the wonderful dream adventure. 


INTRODUCTION TO ACT II AND DANCE OF THE STARS. From the 
Opera, ‘‘The Blue Bird”’ : ; ; : f Albert Wolff 62540 2.50 


HE excerpts here presented in a pianoforte version by the composer are from the beginning of 
the Second Act of the Opera, when the curtain parts upon the great, austere and gloomy hall of the 
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Palace of Night—one of the most imposing scenic effects in the opera. The Prelude is as brief as it 
is impressive. Then follows the brilliant, scintillating, captivating Dance of the Stars, an exquisitely 
beautiful ballet of young maidens, representing the mystery and the magic of Night. 


ARRIVAL OF TYLTIL AND MYTIL IN THE GARDEN OF HAPPINESS, 
mn DeOANCE OF THE LITTLE Joys. From the Opera, “‘The 
Blue Bird”’ : . Albert Wolff 62800 


In the course of their dream travels in quest of the Blue Bird for the happiness of a neighbor’s 
little sick daughter, the wood-cutter’s children, Tyltil and Mytil, with their fantastic companions, 
visit the Garden of Happiness—'‘a fabulous and sweet garden of buoyant peace and serenity,”’ 
the stage directions call it, wherein they witness the pretty and graceful Dance of the Little Joys, 
a band of very small children scarcely emerged from babyhood, who ‘‘gambol and laugh in glee, run 
up to the green bushes and dance around about the children.”’ 

The music is peculiarly and beautifully appropriate to this picturesque scene, being delicate, 
dainty and delightfully graceful in simple rhythms, wisps of melody with harmonic trills and 
bell-like chords. Here the composer has played it not only authoritatively, but with all the skill 
of an exceptionally able pianist, and made of it a fine Duo-Art record-roll of novel interest and charm. 
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Deszder Vecsez : 
sh eminent Hungarian virtuoso, Desider Josef 7 


Vecsei, was born in Budapest in 1882, and began 

his musical studies at six, making his first public 
appearance when eight years old. He received instruction 
at the Royal Academy of Music in his native city under 
Professor Szendy, and studied also with Henri Gobbi, 
who in his earlier years had been closely associated with 
Liszt. Then he went to Vienna, to perfect his technic 
under Emil Sauer at the Vienna Conservatory, from which 
institution he received his artist’s diploma. He has won 
success as a concert pianist in Austria-Hungary, Germany 
and France as well as in America. 


Duo-Art Records by Desider Vecsei 
CORDOBA, Op. 232, No. 4 . ; : : , . Isaac Albeniz 58208 


-Atrnoven Isaac Albeniz is said to have visited America as a child-pianist of eleven years, and 
to have come to these shores again in his young manhood, no record of his appearances here is 
available; and it was not until about 1905 that this prolific producer of Spanish music was first 
heard of as a composer by American music lovers. His fame is growing steadily, and one of his 
productions that are enhancing that fame is the set of five ‘‘Chants d’Espagne’’ (Opus 232), the 
fourth of which is this lovely nocturnal glimpse of the old Andalusian city of Cordova. It is a 
dainty, shimmering, delicious nocturne, in,which we hear as from afar, breaking gently upon the 
silence of the night, and borne to us by faint breezes odorous with jasmine blossoms, exotic melodies, 
sweet chords of silver bells, the incisive shifting rhythms of the Guzla, viol of a single string, and 
lilting little waifs of song from a lovelorn serenader’s plaint. 


ETUDE DE CONCERT, Op. 19, No. 2 . Eduard Poldini 57267 
IMPROVISATION ON HUNGARIAN FOLK-TUNES _ Desider Vecsei 63749 


Hownearran folk-music differs from that of most other peoples in that it is purely instrumental. 
Here the eminent Hungarian virtuoso, Desider Vecsei, has improvised in brilliant fashion on some 
of the simple melodies of his native land, harmonizing them effectively and conveying skilfully 
the feeling and atmosphere of that folk-music with its characteristic alternation of melancholy with 
boisterous vigor, gaiety and abandon. 

-{ 305 f- 


2.50 


2.00 


Led 
PLIES. 


DUO-ART PIANO MUSIC 


-eS6)* 
Destper VeEcsEI—continued 
IT-WAS NOT SO TO BE. From “The Trumpeter of Sakkingen’”’ 
Victor E. Nessler 66478 2.00 


Baw operas have had the advantage of such an excellent book as Nesslet’s “Trumpeter of Sakkin- 
gen,’ and few light operas have had their stories so legitimately and skilfully illustrated with music. 
The scene is laid inSakkingen on the Rhine, in 1650, near the close of the Thirty Years’ War. The 
opera was first given at Leipzig in 1884, and rapidly won great popularity throughout central 
Europe, which it still enjoys. One of the most delightful numbers from the opera is here very 
beautifully recorded by Desider Vecsei. 


PIROUETTE : . : : ; . Alexander Glazunov 63339 2.25 
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Charles Tomlinson 


Graffes 


HARLES T. GRIFFES was a young 
American composer of rare promise 
who was born in Elmira, N. Y., in 

1884, and died in New York City in 1920. 
He received his musical training in New 
York and Berlin and left a sheaf of songs, 
piano pieces, a symphonic poem for full 
orchestra entitled ‘“The Pleasure Dome of 
Kubla Khan,’’ two pieces for string quartet 
and other works, all attesting his posses- 
sion of noteworthy individuality and 
power. 
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A Duo-Art Record by 
Charles T. Griffes 
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Z i ue. ty 
THE WHITE PEACOCK Op, 72 Noal : : . Charles T. Griffes 64930 2.5 


Gruirris’s Opus 7 is a set of four ‘Roman Sketches’’ suggested by poems by William Sharp. ‘‘The 
White Peacock,”’ the first of the four, is prefaced in the printed score by the following lines from 
Sharp’s poem of the same title: 


Here where the sunlight 

Floodeth the garden, 

Where the pomegranate 

Reareth its glory 

Of gorgeous blossom 

Where the oleanders 

Dream through the noontides; 
Here as the breath, as the soul of this beauty 
Moveth in silence, and dreamltke, and slowly, 
White as a snowdrift in mountain valleys 
When softly upon it the gold light lingers 
Moves the White Peacock, as tho through the noontide 
A dream of the moonlight were real for a moment. 

Very skilfully and effectively the dainty, shimmering music, colorful in subdued tonal tints, 
conveys the mood of the poem, and its novel melodic phrases, new harmonies, odd and original 
progressions evoke a dream picture that is as captivating as it is original and compel a pang of 
regret for the loss to American music by the early death of this richly gifted composer. 
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Olzver “Denton 


LIVER DENTON is an American 
pianist of splendidly adequate tech- 
nical and temperamental endow- 
ments, who enjoys a European as well as 
an American reputation as a discerning and 
satisfying musician and an artist of indi- 
viduality. He was born at Hempstead, L. 
I., in 1886. His training in his chosen art 
was long and thorough. His sister gave him 
piano lessons in his childhood, and he 
then became a pupil at the National Con- 
servatory in New York City, and studied 
with Mme. Melanie de Wienzkowska and 
with Vassily Safonov, for several seasons 
conductor of the New York Philharmonic 
Orchestra. Later he studied and traveled 
with Safonov in Russia. He was a pupil of 
Isidor Philipp in Parisfor a term, and finally 
went to Berlin fora period of study with Karl 
Goldschmidt. He made his début with the Berlin Philharmonic Orchestra in Berlin in 1913, 
and thereafter appeared with all the leading orchestras in Germany and Switzerland before 
returning to New York, where he has been very successful both in concerts and recitals, 
and as a teacher. 
Mr. Denton possesses a fluent technic, a marked analytical power, a cool and sound 
judgment, a touch which is of unusual loveliness and a real feeling for poetic beauty. 


Duo-Art Records by Oliver Denton 


FIFTH BARCAROLLE, in A Minor . : . Anton Gregor Rubinstein 6502-3 2.75 


if this superfine Duo-Art Record, Oliver Denton has embodied a glowingly beautiful and a cap- 
tivating performance of a thoroughly delightful piano piece which in recent years has suffered 
unmerited neglect by professional pianists. He has, indeed, fairly rejuvenated the almost forgotten 
piece and made us realize anew how beautiful and worth-while it is when thus touched by artistic 
fingers. 

5 Rubinstein’s genius was essentially lyrical and subjective and this lovely Barcarolle is one of 
his charmingly lyrical creations, and withal it is rich in harmonic coloring and variety of nuance 
and the deft phrasing of sheer tonal beauty. 


MOMENT MUSICAL, Or. 94, No.6 . : ; ; Franz Schubert 6233-3 2.75 


Deneennt’s greatest achievement,”’ Dr. Oscar Bie called this group of pieces, and this last number 
of the set he thought ‘“‘perhaps Schubert’s most profound pianoforte piece, that revery in still 
chords which only once are more violently shaken in order to lull us to sleep with its pensive and 
dainty sorrow, its delicate connections, its singing imitations, its magic enharmonics, and its 
sweet melodies rising like flowers from the ground. The close of the trio in the style of a popular 
chorale, with its harmonization in thirds, is (like many of his harmonic passages in octaves or 
sixths) exceedingly characteristic of the popular nature of Schubert’s music.” 


PRES DU BERCEAU, Ob. 58, No. 3 Moritz Moszkowski 64559 2.25 
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Otiver Denton—continued 


RHAPSODY IN G MINOR, Op. 79, No.2 . : : Johannes Brahms 6893-3 2.75 


Oyxiver Denton has recorded a superb and thrilling performance of this magnificent and thrilling 
musical narrative. More ballad-like than rhapsodic, it is yet a gripping and fascinating piece of 
musical eloquence, inviting subjective imaginings. To James Huneker, one of the first Americans 
to champion the piano music of Brahms, it always suggested Browning’s famous poem, ‘‘Childe 
Roland to the Dark Tower Came.’’ He wrote of it: 

“You can fairly revel in the exhibition of tragic force, in the free, firm, bold handling of a 
subject stripped of all musical verbiage and reduced to its lowest mathematical term. The working 
out is famous in its intensity, in its grip; never for a moment is the theme lost, never for a moment 
is subsidiary material introduced. There is no padding, and the great, gaunt skeleton of the structure 
would be exposed if it were not for the rush, the color, the dynamic density of the mass. A wonderful, 
glorious, bracing tone-picture in which Brahms, the philosopher, burns the boats of his old age 
and becomes, for the time, a youthful Faust in search of a sensation. A hurricane of emotion that 
is barely stilled at the end, this Rhapsody reminds me of the bardic recital of some old border ballad. 
In it there is tragedy and the cry of bruised hearts; in it there is fierce action, suffocating passion 
and a letting loose of the elements of the soul. It is an epic for the keyboard, and before its cryptic 
tones we shudder and are amazed!”’ 
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ROMANCE SANS PAROLES, Op. 17, No. 3 : ; . Gabriel Fauré 66099 2.25 


Tis Romance Without Words is an early work of Fauré’s that has now held its place in the 
pianists’ repertory for many years by reason of its melodic beauty and its charming simplicity. 
Its lovely, singable melody is set to a simple, rocking accompaniment, skilfully harmonized, that 
is both beautiful and effective. 


SCHERZO. From Sonata in B-flat Minor . .  .  . Harold Morris 6325-3 2.75 


lis bearenes Morris is a young American composer who is rapidly coming to the front by reason 
of the noteworthy individuality, sincerity and beauty of his music, and the Sonata in B-flat minor, 
of which this delightful Scherzo forms the second movement, has appealed so strongly to pianists 
that it is already in its third edition. 

As this Scherzo shows, Mr. Morris is a musician with something new and interesting of his 
own to say, and he knows how to say it skilfully and well. This is such a fine, virile and beautiful 
piece that every music lover who hears it will want to hear it right over again, and then will want 
to hear the whole Sonata from which it is taken. Written in the proper idiom of the piano, it is 
filled with ingenuity and modernity; yet its modernity is not copied from any foreign school but is 
thoroughly individualistic, refreshing and impressive in its sincerity. 


SONETTO 123 DEL PETRARCA . Franz Liszt 6288-3 2.75 


“ 

Anwées pe PéerinacE”’ C'Years of Pilgrimage’) is a general title given to a series of piano 
pieces descriptive of Liszt’s adventures and impressions in the course of his travels in Switzerland 
and Italy, which include some of his most charming pianoforte compositions. The group of pieces 
representing the Second Year, devoted to Italy, is concerned largely with the composer’s impressions 
of Italian art—painting and poetry—and three of these pieces were inspired by three of Petrarca’s 
sonnets, the present one being the last of the three. Francesco Petrarca’s love verses commemorating 
his passion for Madonna Laura form one of the most famous sonnet sequences in literature. 

Liszt’s composition 1s purely a love poem, like the verses of the poet, and its melody—one of 
the most entrancingly beautiful that Liszt ever wrote—breathes a rich and tender sensuousness, 
characteristic of the country where both the words and the music originated. This lovely melody 
is most skilfully set amid a wealth of harmonic tints and colors of great variety and richness, and 
the effect is of indescribable tonal beauty. 
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‘Dion W. Kennedy 


ION WYLIE KENNEDY was born 
D in Waterbury, Vermont, on No- 

vember 1, 1882. Receiving his first 
instruction from his father, a lawyer and 
talented musical amateur, he began to play 
the piano when six years old and gave his 
first concert when nine. The next year he 
went to Burlington, where he studied piano 
and organ with local teachers, and began 
his career as an organist. In 1903 he re- 
moved to New York City and continued 
his musical training, studying piano with 
Charles Lee Tracy (a pupil of Leschetizky), 
organ with Richard Henry Warren, and 
composition with Harry Rowe Shelley. He 
has served as organist and musical director 
of some of the leading churches in Mont- 
clair, N. J., Brooklyn, and New York; and 
has composed many anthems and solos for & 
use in church services. 


Duo-Art Records by Dion W. Kennedy 


BLEST BE THE TIE THAT BINDS (Dennis) (With Words) 
Hans Georg Nageli 

CHRISTMAS CAROLS (With Words): Hark, the Herald Angels Sing; 
The First Nowel; God Rest You, Merry Gentlemen; Om itt le 
Town of Bethlehem : 

COME THOU ALMIGHTY KING (Old edhe (With Words) 

FANTASY ON CHRISTMAS HYMNS: O Come, O Come Emmanuel; 
While Shepherds Watched Their Flocks by Night; It Came Upon 
the Midnight Clear; Shout the Glad Tidings; Joy to the World. 
Arranged by Dion W. Kennedy 

FANTASY ON EASTER HYMNS: (1) Oh, the Golden! Glowins Meena 
me ecome Ye Faithful, Raise the Strain; G) The Strife Is O'er; 
(4) Jesus Christ is Risen mesh ©) Hosanna. aes by Dion 
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W. Kennedy ' 
GOD IS LOVE 
OPEN THOU MY EYES THAT I MAY SEE OWith Words) Scovr 
PEMOMINDLY LIGHT (With Words)  . .. . ~~ John B. Dykes 
MISSIONARY HYMN (With Words) Lowell Mason 
O GENTLE PRESENCE (Morecambe) (With core) Eddy 
ONWARD CHRISTIAN SOLDIERS (With Words). lees 


- OPEN THOU MY EYES (See above: ‘‘God Is Love’’) 

SHEPHERD, SHOW ME HOW TO GO (With Words) ' 

SONGS FOR CHILDREN, Roll 1: Ce The Slumber Boat; (2) The Slog) 
(3) The River : F Gaynor 
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Dion W. Kennepy—continued 
SONGS OF CHRISTMASTIDE: (1) Angels from the Realms of Glory; 
(2) It Came Upon the Midnight Clear; (3) Christmas Bells (Gade); 
(4) O Come, All Ye Faithful; (5) Holy Night. Arranged by Dion 
W. Kennedy . : : ; : ; : ; 101368 2.00 
SONGS OF THE CHILD WORLD, Book No. 1, Roll/No. 2: [he iictle 
Shoemaker; The Giants; Pit-a-Pat : ’ ; Gaynor 101448 2.00 
WHEN THE ROLL IS CALLED UP YONDER (Hymn with Words) 
J. M. Black 1023545mmI25 
WILL THERE BE ANY STARS IN MY CROWN? (Hymn with Words) 
John R. Sweney 102605 1.25 


0S) *“©mo- 
TER Un pO OI IIIS III III III III III III IIIS IY ONE 
WIG — + — we ZF (pg el: /7 
eam Hinson Oe 


‘Usctor Herbert : . 


HE contributions of Victor Herbert 
to both serious and light music form 
an important chapter in the history 
of art in America. He was America’s best- 
loved writer of music. And he was thor- 
oughly and typically American both as a 
man and as a musician, notwithstanding 
that he was born in Dublin, on February , 
1, 1859 Che was a grandson of Samuel 
Lover, the famous Irish novelist), and that 
he received his musical education in Ger- 
many, where he was a student for twelve 
years. He came to America in 1886 and 
began his career here as first ‘cellist at the 
Metropolitan Opera House in New York. 
Successively leading ‘cellist in the orches- 
tras of Theodore Thomas, Anton Seidl, of , 
and the New York Philharmonic, he won és ye TTT AIA alge” a 
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nation-wide celebrity as an artist of the & AKPuiCAOHNORCOHRAOOONOHONAAAOOTAAMASeRATEAAee ae 


highest rank. Then he achieved still greater reputation as a conductor. Meanwhile he had 
begun to compose. 

In 1893 William MacDonald, the manager of the Bostonians, persuaded Mr. Herbert 
to try his hand at light opera, offering him the libretto of ‘Prince Ananias,’’ and the 
emphatic success won by that work determined his future career as a composer. For thirty 
years, with amazing fertility of invention, he produced successful operettas at the rate of 
at least one a year—and became the most prolific and the most successful of American 
composers. Victor Herbert died in New York, on May 26, 1924. 


A Duo-Art Record by Victor Herbert 
WHEN YOU'RE AWAY. From “The Only Girl”’ ; : : : 57667 1.75 


Maz. Hersert here recorded his own interpretation of a very attractive number from one of the 
most popular of his many musical comedy successes, ‘“The Only Girl.’’ Lovers of the best light 
music will find this a delightful record-roll. 
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Charles Gelbert Spross 


(Yee: GILBERT SPROSS, mas- 


act es FL OOOO OCU OC LOSEI IVR IVS SLVIVIVUTTOVVVUUST IU RANS 


Er. wy 


ter of a delicate and finely sym- 

pathetic piano style, has won 
distinction also as an organist, teacher and 
composer. He isa native of New York State, 
born at Poughkeepsie, in 1874, and studied 
the piano with Adolph Kuehn, Xaver 
Scharwenka, Emil Gramm, and Carl V. 
Lachmund. Besides serving as organist in 
churches in Poughkeepsie and New York 
City, he is a sympathetic, skilful, and 
highly successful piano accompanist, hav- 
ing served inthat capacity with such artists 
as Melba, Fremstad, Jomelli, Schumann- 
Heinck, Homer, Hempel, Amato, Martin, 
Gerardy, and others. Mr. Spross’s compo- 
sitions number more than a hundred suc- 
cessful works and include many songs, 
several cantatas, anthems, choruses and 
pianoforte pieces. 


Duo-Art Records by Charles Gilbert Spross 


Ati ye, DUI A DAY, Op. 44, No. 2 ce Major) (Accompaniment Roll 


with Words) : Me yirselivi aA. Bench 1225-5 41.25 
AIR FOR THE G STRING. For Violin DR adits: Roll) Bach-Wilhelmj 11338 2.00 
‘“ALICE”’ (Romance) ; ; , Joseph Ascher 59908 2.00 


Joseen Ascur was 2 fashionable pianist and a prolific composer of drawing-room pieces, who was 
born at Groningen, Holland, in 1829, and died in London in 1869. The present Romance is the com- 
poser’s own pianoforte transcription of a once extremely popular song which he wrote to words by 
W. Guernsey, entitled: “Alice Where Art Thou.”’ Its simple but deeply felt melody is decorated with 
a deal of clever and effective ornamentation, and the popularity of the piece shows no signs of waning. 


ANDANTE. From Violin Concerto in E Minor, Op. 64 (Accompaniment Roll) 
Felix Mendelssohn-Bartholdy 10838 2.00 


AU PRINTEMPS (To Spring) . ; ; : Gounod-Kuhe 64998 2.00 


(yeas AWAKENING (F, Medium Voice)’(Accompaniment Roll) 
Charles Gilbert Spross10096-S 1.50 


BARCAROLLE ' Z ; : : ; . Charles Gilbert Spross 58967 1.75 


Tu idea of the musical form known as the Barcarolle was taken originally from the Boat-songs 
sung by the Venetian Barcaruoli as they row their gondolas. It is a form that has appealed to many 
modern composers, for its freedom permits almost every possible effect in tranquil tempo and invites 
to sweet melodiousness. Charles Gilbert Spross, in the present example, has followed the traditions 
of the form, but has put into it fresh, new beauty in themes of individualistic character and a treat- 
ment of them that is both clever and pleasing. The listener feels the gently gliding motion of the 
boat, and hears the soft murmur of the little wavelets lapping its sides; hears, too, the duet of the 
lovers it bears celebrating in song their blissful experience. 
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Cuances Grisert Spross—continued 
BEN BOLT (Song Roll with Words) . : . Nelson Kneass 100685 
CHIMES OF ST. CECILIA (A Descriptive ee . William Worthington 63858 
DANCE OF THE DEMON (Grand Galop de Concert) . Edouard Holst 63029 
DAYBREAK (Soprano in D-flat) (Accompaniment Roll) Charles Gilbert Spross 10458-S 
A DREAM ; ; ; . J. C. Bartlett S96o7 


A seaurirur and effective little song by a contemporary American composer of many songs which 
are winning wide favor—a song which Evan Williams has sung with marked success throughout the 
length and breadth of the land—is here recorded in an adept piano arrangement by Charles Gilbert 
Spross, who has accompanied Mr. Williams in this song on countless occasions. The transcription 


for the pianoforte is effective in its simple beauty, in its strict adherence to the spirit of the song. 


GLISSANDO-MAZURKA, Op. 259, No. 2 : C. Bohm 66206 
HEAR ME! YE WINDS AND WAVES! (From the One ‘“Scipio’”) (Bass 

in G Minor) (Accompaniment Roll) George Frederick Handel 11168 
I LOVE, AND THE WORLD IS MINE ot gh voice (Accompaniment 

Roll) Charles Gilbert Spross 10109-S 
ISHTAR (High Voice) Qaim: Roll) Charles Gilbert Spross 10119-S 
IT IS ENOUGH (From * pee ) ceed. in F-sharp Minor) (Accompaniment 

Roll) ; Feltzx Mendelssohn-Bartholdy 10928-S 
LEGENDE, Op. 17 (For Violin) CAtrompanriene Roll) Henri Wieniawski 10578 
LE SEGRET Gntermezzo Pizzicato) ae Leonard Gautier 66037 
LINDY (B-flat, Low Voice) Cate Merpantmene Roll) Charles Gilbert Spross 10086-S 
LISONJERA, LA (The Flatterer) . Cecile Chaminade 57947 


(Gran eae The Flattest masterpiece of its genre—a perfect embodiment of grace and wit. 
The music is so thoroughly familiar that it scarcely invites comment—its moods suggesting mind's eye 
pictures called forth by the title of the composition. 


LOVE’S DREAM AFTER THE BALL CIntermezzo) . Alphons Cztbulka 59567 


Tans charming little piece, called by its composer an Intermezzo (in the sense in which that term 
was used first by Schumann,) had an enormous vogue twenty-five years or so ago, when it was first 
brought over from Vienna. Everybody played, or whistled, or hummed it. By way of introduction 
to the player, the sheet music bears this legend: ‘Returned from the ball, she falls asleep. . . and 
in a charming Vision beholds him to whom she has given her heart this night.’’ The music is a 
deliciously swinging, dainty and melodious waltz, interrupted by an intermediate section labeled 
Andante amoroso, a glowing little love song, after which the Tempo di valse returns. 


MELODIE IN D (Shepherd Lassie’s Sunday) _.. : Ole Bull 63618 
MOLLY DARLING (Song Roll) 2 2 2 ; William Hays 100645 
MONASTERY BELLS, Op. 54. Louis Lefebure-Wely 64248 
MOON DROPS LOW, THE (Merzo-Soprano in A Minor) (Accompaniment 
Roll). . Charles Wakefield Cadman 10798-S 
NARCISSUS, Ob. 13, noe 4. Ethelbert Nevin 58768 


NOCTURNE, ‘Midsummer Night’ epee Op. GIANG 3 
pe Mendelssohn-Bartholdy 58457 


Menpetssonn’s lovely music for Shakespeare's play of ‘‘A Midsummer Night’s Dream’’ was com- 
posed in 1843, in obedience to the desire of the King of Prussia, and was produced at Potsdam, on 
October 14, of that year. It was an inspiration straight from the realm of happiness in which Men- 
delssohn lived and moved and had his being. Its perennial charm has delighted countless hosts of 
music lovers, and still delights. 

-{ 312 f- 


*©rro- 


125 
2.00 
2.25 
2.00 
175 


OU 


2.00 


pee: 
2.25 


2.00 


#200 


a) 
1.50 
Gap) 


D715 


2.00 
125 
2.00 


2.00 
2.00 


Tp. 


INTERPRETERS LIST 
ne HLI + 


Cuarues Gitpert Spross—continucd 


PAS DES AMPHORES (Dance of the Amphoras), Air de Ballet, Op. 37, No. 2 
Cecile Chaminade 59437 1.75 


A. tame all compacted of color and grace, this charming little piece is thoroughly representative 
of the genius of its brilliant French authoress; is indeed rather more individualistic than some of the 
many airs de ballet which she has been pleased to bestow upon the world. And light, and bright as 
it is, itis yet a thoroughly musicianly composition, without a suggestion of frivolity or triviality. 
It is just as genuine a work of art as if its proportions were a hundred-fold larger, and its art is well 
nigh flawless. 

Charles Gilbert Spross may be said to have made something of a specialty of Mme. Chami- 
nade’s music, for the performance of which he has had the advantage of her tutelage in person, having 
accompanied her on her last American tour. Here he has recorded a skilfully wrought and finely 
finished performance and produced a thoroughly delightful Duo-Art roll. 


SGA soa NCE, Air de Ballet, Or. 37, No. 3 ; . Cecile Chaminade 58256 1.50 


Basr known of all the clever and fascinating compositions of Mme. Chaminade, this sparkling Scarf 
Dance isa universal favorite. Itis taken from this brilliant Frenchwoman’s ballet entitled ‘‘Callirhoé,"’ 
which was produced at Marseilles in 1888, and has steadily increased 1n popularity since that date. 
The commission for the ballet was first offered to Benjamin Godard, who declined it because he 
was engaged upon an opera. He recommended Mme. Chaminade as a substitute, and she completed 
the entire score in the short space of six weeks. 


THE SLEEPING BEAUTY (Dornroschen) Op. 139, No. 5 Franz Bendel 66138 2.00 
SOUVENIR DE VARSOVIE . ; : Julius Schulhoff 63517 1.75 
SPRING SONG , . Charles Gilbert Spross 58668 2.00 


fleets lovely ‘‘Spring Song”’ of his own fashioning proves that as a composer, Charles Gilbert Spross 
is endowed with those same delicate and sparkling graces of style which make his interpretations 
of music by other composers so artistic and so enjoyable. The main musical subject of this charming 
tonal poem of springtime is a joyous theme which unmistakably typifies the awakening of nature 
from the long winter slumber. It is a melody of distinctive contour, of brightness and beauty; and 
the harmonic accompaniment, most appropriately and deftly provided for it, is a vesture of sparkling 
freshness. 


SWEET, SWEET LADY (High Voice) (Accompaniment Roll) 
Charles Gilbert Spross 10128-S 2.00 


VIKING SONG (Male Quartet in G) (Accompaniment Roll) 
Samuel Coleridge-Taylor 10388-S 2.00 


WALTER’S PRIZE SONG (From ‘“‘Die Meistersinger’’) (For Violin) 
(Accompaniment Roll) . ; .  Wagner-Wilhelmj 11108 2.00 


Work y MPH: Op. 13, No.3. : , : Ethelbert Nevin 58586 1.50 


‘Warn Ethelbert Nevin completed his Opus 13, in 1891, he wrote in his diary: ‘‘I have finished 
‘the ‘Water Scenes’—Dragonfly, Ophelia, Water Nymph, Narcissus and Barcarolle. While I am 
doing nothing great, I am doing the best I can, and I am going to leave behind me, if it is possible, 
a trail of sunshine.’’ He was in Europe when these pieces were published. They gave him an immense 
popularity, and helped materially toward lifting his burden of financial anxiety. He did indeed 
leave a trail of sunshine; for while he was given at times to mysticism and psychological visions, 
his music is all of the joy of life. 
This sprightly and deliciously dainty ‘‘Water Nymph”’ is a captivating vision of perfect grace 
and beauty. And, despite its fanciful lightness, it is thoroughly sound in workmanship—a product of 
conscientious and genuine art no less than of a very real inspiration. 


Wim IHE WISP. : , Charles Gilbert Spross 57957 1.75. 


YESTERDAY AND TODAY (Soprano in F Minor) (Accompaniment Roll) 
| Charles Gilbert Spross 10438-S 2.00 
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Charles > oe el i eae, 
Wakefield Cadman 


[: IS as a composer, and notasa pianist, 


robs 


if 


MO 
Kes 


that Charles Wakefield Cadman has 

won renown. He makes no pretensions 
to virtuosity. Nevertheless he is a skilful 
enough pianist to play his own pieces su- 
premely well; for he possesses and puts into 
his playing of the music he has created 
what many a virtuoso lacks—remarkable 
individuality. His great-grandfather was a 
composer of church music and built the 
first pipe organ erected west of the Alle- 
gheny mountains; and his mother was a 
choir singer. Born at Johnstown, Penn.,in py oo 
1881, young Cadman showed an early apti- BEN — : & 
tude for music. He began his pianoforte Ee oe 
studies at 13, and took up composition seri- 
ously when 20. He has written chamber 
music, many orchestral works, and several * 
operas, as well as piano pieces, but the great public knows him chiefly as the composer of 
songs which have been popularized by some of the greatest singers of the time. 
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Duo-Art Records by Charles Wakefield Cadman 


AT DAWNING (I Love You). : ; : Charles Wakefield Cadman 58537 1.75 


Ibe most widely known song by Charles Wakefield Cadman, and indeed today one of the best 
known of all American songs, ‘‘At Dawning,’’ was not an instantaneous success. It had been pub- 
lished five or six years before it attracted the attention of Alessandro Bonci and John McCormack, 
but they immediately recognized its merits and proceeded to make it familiar to music lovers through- 
out the civilized world. Since then, according to its publisher’s returns, it has appeared on more 
concert and recital programs and been sung by more professional singers than any other song by an 
American composer. 


AT DAWNING (Soprano in G-flat) (Accompaniment Roll) 
Charles Wakefield Cadman 10548-S 2.00 


AT DAWNING (Song Roll with Words) . Charles Wakefield Cadman 102995 1.25 
THE DESEBRI +S DUST YSEACE Ora] 5 aNom. Charles Wakefield Cadman 68278 2.00 


Here Mr. Cadman has gone to the old Astronomer-Poet of Persia for his theme and inspiration. His 
Opus 75 1s an “‘Oriental Suite for Piano’’ comprising four numbers from the incidental music written 
by him for Ferdinand Earle’s photodrama ‘“The Rubaiyat of Omar Khayyam.”’ This second number in 
the suite was inspired by and is illustrative of the sixteenth Quatrain in the immortal translation of 
Edward FitzGerald: 
The Worldly Hope men set their Hearts upon 
Turns Ashes—or it prospers; and anon, 
Like Snow upon the Desert’s dusty Face, 
Lighting a little Hour or two—is gone. 
The piece is finely imaginative, beautifully melodious, and cleverly written, with rich and varied 
harmonies and glints of Oriental colors in both harmony and rhythm. 
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CHarirs WAKEFIELD CADMAN—continued 
DREAM TRYST (Song Roll with Words). Charles Wakefield Cadman 100805 1.25 


FROM THE LAND OF THE SKY-BLUE WATER, Op. 54, No. 2 
Gre Wakefield Cadman 58468 2.00 


Dats beautiful song, which first established the fame of Charles Wakefield Cadman, was popular- 
ized by Mme. Nordica, who sang it around the world. It is founded and built up on tribal melodies 
of the Omaha Indians, collected by Alice C. Fletcher; its main theme being a tribal Love Song, and 
the introductory trill (sustained through three measures) reproducing the Flageolet Love Call of the 
Omahas. First published in a group of ‘‘Four American Indian Songs,’’ as a setting for a little poem 
by Nelle Richmond Eberhart, it is here presented in a sympathetic transcription for pianoforte from 
Mr. Cadman’s Opus 54, which he calls ‘‘Idealized Indian Themes.”’ 


THE HEART OF HER (Mezzo-Soprano in F) (Accompaniment Roll with 


Words) Charles Wakefield Cadman 101119 2.25 
HER SHADOW (one eos Seay). Bron ‘Shanéwis.’’ (Accompani- 
ment in D-flat) ; Charles Wakefield Cadman 11986-S_ 1.50 


I HEAR A THRUSH AT EVE one Roll with Words) 
Charles Wakefield Cadman 101575 1.25 
JUNE ON THE BOULEVARD, Ob. 80, No. 1. (From the Suite ‘‘From Hol- 
lywood’’) ; é Charles Wakefield Cadman 68848 2.00 


J une and the joy of the Southland (eee "neath the palms and the pines. The sweet- 
scented acacia flaunting her yellow plumes. Mafiana forgotten in the poignant desire for play. And 
now a bit of light music flittering from the windows of a bungalow. But it is not. the Boulevard; 
it is whither it wends its way. And where does it wind? Past the Life of the city, into the fields that 
are green with New Life; sweeping the Carpets of Poppy and the Rugs of Lupin, to the Foothills 
that flame with much Purple and Gold! It is June in California! 

Thus Mr. Cadman’s own introductory note printed in the sheet-music of this bright, novel and 
delightful little piece, which is dedicated to Miss Mary Pickford. Standing as the first of a group of 
pieces making up a Suite entitled ‘‘From Hollywood,”’ and inspired by his visits to the picturesque 
home of many famous ‘‘Stars of the Screen,’’ it is compacted of pretty, lilting melody; clever, richly 
colored and effective harmony; and gay, tripping rhythm; and in the skilful way in which these 
elements are handled and blended to produce the very atmosphere of the thing he celebrates—June 
in California—there is not lacking that subtle, indescribable quality of individuality that has won 
for Charles Wakefield Cadman’s earlier compositions an enduring place in public affection. 


LOVE LIKE THE DAWN CAME STEALING Charles Wakefield Cadman 60798 2.00 


Aworner of Charles Wakefield Cadman’s original and delightful songs is here presented in a 
beautiful pianoforte transcription made by the composer himself. 


LOVE SONG, Op. 40 _. : ; : : . Charles Wakefield Cadman 68998 2.00 


Tee instrumental ‘“‘Love Song’’ is imbued with those characteristics which have given Charles 
Wakefield Cadman his place of distinction among contemporary American composers. It has beauti- 
ful melody that fairly sings itself and a comparatively simple but finely appropriate harmonic 
setting, and its component elements are skilfully handled, with a fine sense of construction, balance, 
rhythm, and artistic reticence, in a distinctively individualistic style. 


NIGHT SONG. From ‘‘Thunderbird Suite’ . . Charles Wakefield Cadman 58518 2.00 


Ma. Capman has given to the world in this ‘‘Night Song’’ another exquisite gem of piano music 
worthy to rank with the beautiful transcriptions of his masterly songs, ‘‘From the Land of the 
Sky-Blue Water’’ and “‘At Dawning.’ This is a Song Without Words, and is from ‘Thunderbird 
Suite’’ founded on themes of the Blackfeet Indians and made up of incidental music to a play, 
Indian in theme and character, entitled ‘“The Thunderbird.”’ 


PRELUDE AND LIONEL’S NARRATIVE. From the Opera ‘‘Shanéwis”’ 
(The Robin Woman) . Charles Wakefield Cadman 60179 2.25: 


SS eangwis”’ (The Robin Woman), opera in one act with two scenes, was first produced at the 
Metropolitan Opera House, New York, on March 23, 1918. Its music is thoroughly modern in 
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style, and the Indian melodies which form the chief basis of its structure are employed as leading 
themes somewhat in the Wagnerian manner, and developed with rare skill and art. The excerpt 
presented in this ‘‘Prelude and Lionel’s Narrative’ contains, in the order named, the ‘‘Shanéwis’’ 
theme, the theme of ‘‘Disappointment,’’ and part of the ‘‘Love Music’’ of the first scene between 
Lionel and Shanéwis. 


SONATA, in A Major, Op. 58. Second Movement: Andante con desiderio 
Charles Wakefield Cadman 61229 2.25 

Hare is the composer’s own authoritative interpretation of a remarkably melodious, finely con- 
structed, and appealing piece of music that fully deserves the popularity it is likely to attain to 
among music lovers. It proves that it is possible for an American composer of today to write in a 
thoroughly modern pianistic style without sacrificing anything of melodic charm. 

Mr. Cadman’'s Sonata was published in 1915, and the sheet music bears the note: ‘‘No Indian 
or negro themes are used in this work.”’ 


TO A COMEDIAN, Op. 80, No. 2. (From the Suite “‘From Hollywood’’) 
Charles Wakefield Cadman 70098 2. 00 
Dole of the cleverest and most skilfully written music that Charles Wakefield Cadman has ever © 
published is contained in the Suite of four piano pieces grouped under the general title ‘‘From 
Hollywood.’’ This second piece in the set, ‘“To a Comedian,”’ is dedicated ‘“To the One ‘Charlie’ ”’ 
and bears the following prefactory note by the composer: 

“What a debt we owe to you who make us laugh at the stings of Life! Throughout all ages 
you have played your part! You Jester, you Court Fool, and now you Humorist of the Screen, with 
your Bag of Merry Tricks and your Art. You make not a Jest of Life, but a Jest with Life, and it is 
well! I greet you.”’ 

The piece is a delightful musical joke, of quite infectious fun and humor—a very clever, original 
and individualistic little Scherzo, fashioned of catchy, tripping wisps of melody, odd harmonies, 
brisk and snappy rhythms, whimsically blended and set off with many a twist and quirk and musical 
grimace. 


es) *©ro- 


Mark Hambourg ey 


ARK HAMBOURG was born at Bogutchar, 

South Russia, in 1879. Early in his childhood 

his parents were imprisoned on a false charge 

of Nihilism. On their release they removed to London, 

where the father, who was a professor of pianoforte, 

gave Mark his first music lessons. When he had learned 

all that his father could teach him, he went to Vienna 

and studied under Leschetizky, sharing with his fellow- 

student Ossip GabrilOwitsch, the favor of that master 

during their two years at his famous establishment. 

Hambourg has toured repeatedly throughout Europe, 

the United States and Canada, Australia, and South 

Africa. He married an English wife and makes his home 
in London. 


Duo-Art Records by Mark Hambourg 


AVE MARIA (Etude), Op. 5, No.4. ; . Adolf Henselt 59088 2.00 
CHANSON TRISTE, Op. 40, No. 2 ; : Peter [lich Tchatkovsky 59579 2.25 


Tx has been well said that the last eight measures of this beautiful little piece would serve as a 
musical autograph of their author. And indeed the whole piece is a very characteristic bit of Tchai- 
kovsky; one of the most thoroughly characteristic piano pieces that the great Russian composer 
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Marx Hamsourc—continued 


ever penned. Its every element bears the mark of his peculiar and individualistic genius; its smooth 
and singing melody, its chromatic harmonies, its mournfully monotonous rhythmic beat, its 
insistent feeling of melancholy, and above all, its pure lyric beauty that goes straight to the human 


heart. 


Because of its title and the singing quality of its melody, many admirers of the piece have 
supposed that it must have been composed originally as a setting for words to be sung. But it was 
not. It was composed for the pianoforte, about 1877, and published in that year at Moscow along 


with eleven other piano pieces grouped together as Opus 40. 


NOCTURNE, Ob. 75, No. 8 : . Anton Gregor Rubinstein 56540 2.50 


Many of Rubinstein’s pianoforte pieces have fallen into undeserved neglect. Here is one that is 
worth hearing and remembering. It is a beautiful little Nocturne, comprising a lovely melody, 


romantic in cast, and a lyric intermezzo of charming gracefulness. 


THE SPRING (La Source), Etude, Or. 36, No. 4 . Theodor Leschetizky 
-eSQ)* Gp er 


56999 


Felix Arndt a. 


ELIX ARNDT was a brilliant young American 
F pianist who was born in New York City and re- 

ceived his musical education in the Metropolis, 
taking a course at the New York Conservatory and later 
studying with Carl V. Lachmund. He showed unmis- 
takable musical talent as a child, and taught himself to 
play the piano when nine years old. Several years of 
association with leading musical comedy men gave him 
a valuable experience in the production as well as the 
performance of popular music, and as a composer he has 
a large number of graceful and popular pieces to his 
credit. In the performance of lighter classic pieces and 
of dance music he was an adept who was unsurpassed, 


PLIES 


for he was a musician of solid attainments and a pianist of masterly skill. His sudden death 


in the influenza epidemic of 1918 was a real loss to American music. 


Duo-Art Records by Felix Arndt 


ANSWER (Song Roll, with Words) : Alfred Robyn 
BACIO, IL (The Kiss Waltz) : : c Luigi Arditi 
BEAUTY’S EYES (Song Roll with Words. . | Francesco Paolo Tosti 
BECAUSE (Song Roll with Words) .. Guy d’ Hardelot 
BECAUSE I LOVE YOU, DEAR (Song Roll arith ord: Charles B. Hawley 
BLACK ROSE (Valse Intermezzo) ; Ludomir Thomas 
BLUE DANUBE WALIZ . Johann Strauss 


BROWN OCTOBER ALE. From ‘ obit Hoods * sti Roll with Words) 
| Reginald de Koven 
CALM AS THE NIGHT (Song Roll with Words) . Karl Bohm 
CARRY ME BACK TO OLD VIRGINIA (Song Roll with Words) 
James Bland 


COQUETTE, LA (Marionette) . : : : ; : Felix Arndt 
DREAM, A (Song Roll with Words) . James C. Bartlett 
-DRINK TO ME ONLY WITH THINE EYES . Thomas Augustine Arne 
FELICIA. Waltz . i : : Vernon Eville 
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Ferrx ARNDI—continued 
FORGOTTEN (Song Roll with Words) ; . Eugene Cowles 100105 
GOOD BYE (Song Roll with Words) . Francesco Paolo Tosti 100385 
HOW CAN I LEAVE THEE? (Song Roll with Words) : 100015 
I KNOW A LOVELY GARDEN . . ‘ Guy d’ Hardelot 55066 
I LOVE YOU TRULY (Song Roll with Wierls) . Carrie Jacobs-Bond 100375 
IN THE GLOAMING (Song Roll with Words) . . Annie F. Harrison 100795 
JUST AWEARYIN’ FOR YOU (Song Roll with Words) Carrie Jacobs-Bond 100285 
LACES AND GRACES, Novelette te W. Bratton 58106 


LOVE DUET:* Kindly Heavenswe rion NE dane Butterfly.” 
Giacomo Puccini 55087 

LOVESS EAS WOR ; : Octave Cremieux 55018 
MEDLEY OF HYMNS: (1) Nea: NG: Ged to Tee: (2) Jerusalem the 

Golden; (3) Abide with Me; (4) Rock of Ages; (5) Onward Chris- 

tian Saltkaes: (6) Old ended ; 60778 
MEDLEY OF IRISH AIRS: (1) Believe Me If All Those Eade Youre 

Charms; (2) Killarney; (3) Kathleen Mavourneen; (4) The Min- 

strel Boe (5) Old Irish Tune; (6) Garry Owen 61118 
MEDLEY OF OLD FAVORITES: (1) Silver Threads Among the Gold: 

(2) Last Night the Nightingale Woke Me; (3) Sweet and Low; 

(4) In the Gloaming; (5) Jingle Bells 60048 
MEDLEY OF PLANTATION SONGS: (1) Carry Me Baek to Old Virciaeee 

(2) Darling Nelly Gray; (3) Massa’s in the Cold Ground; (4) My 

Old Kentucky Home; (5) Dixie 60228 
MEDLEY. OF SCOTTISH AIRS: C1) Annie panies Oy) pine TENG of Scat 

land; (3) Comin’ Thro’ the Rye; (4) Bodie Sweet Bessie; (5) The 


Campbells Are Coming; (6) Auld Lang Syne . 61798 
MERMAN, THE . : August Hoffmann 62626 
MIGHTY LAK’ A ROSE ong Roll aire Words) : Ethelbert Nevin 100215 
MOON MOTHS . é : : Albert Kussner 61848 
MOTHER O’ MINE (Song Roll Cid Words) : 7 Berthold Tours 100205 
MY HERO. From “The Chocolate Soldier” : : ; Oscar Straus 55078 
NOLA CNovelette) Fox-Trot Felix Arndt 56576 
OH, DRY THOSE TEARS (Song Roll ash Words) Teresa del Riego 100185 
OH, PROMISE ME (Song Roll with Words) » Reginald de Koven 100405 
PERFECT DAY, A : ; : . Carrie Jacobs-Bond 58025 
PUNGHINELEOs : : .  Vauctor Herbert 55206 
RUDOLPH’S NARRATIVE. pene ie Bonne : Giacomo Puccini 55168 
SOMEWHERE A VOICE IS CALLING ; Arthur F. Tate 57546 


SONGS OF THE SEA (Medley) 
Q) Rocked in the Cradle of the vane ae Pee Lees ansiecn 


in the Deep; (4) Sailing. . ; . 59898 
SPHINX VALSE . : oe Popy 15197-D 
STEIN SONG (Song Roll a Meroe : : Frederic Field Bullard 100065 
STRAUSSAWALTZEs MEDLEY ue uel 2) 90 er, Johann Strauss 15258 
WHERE MY CARAVAN, HAS RESTED ~ . : A Hermann Lohr 100295 


(Song Roll with Words) 
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Albert Stoessel 


LBERT STOESSEL was born in 
St. Louis, Missouri, began his 
musical studies in childhood, and 
achieved considerable repute as a violinist 
while yet a very young man. After study- 
ing and playing in Europe, when the Great 
War broke out he returned to this country, 
and when America entered the war enlisted 
in the 301st Infantry, going to the French 
front as an infantry lieutenant. His musical 
ability becoming known, he was soon ap- 
pointed leader of the excellent band of the 
301st Infantry, numbering eighty-five men, 
and from that day attracted attention as 
a conductor. 

When Walter Damrosch, at the re- 
quest of General Pershing, founded a school 
for bandmasters for the American forces at 
Chaumont, Albert Stoessel was chosen to 
head that school. After the end of the 
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war, Mr. Damrosch invited Mr. Stoessel to become his assistant in conducting the New 
York Oratorio Society, and he succeeded Mr. Damrosch as conductor of that Society in 1921. 


Duo-Art Records by Albert Stoessel 


SYMPHONY No. 5, in C Minor, Op. 67 


Ludwig van Beethoven 


First Movement: Allegro con brio . ; : ‘ q ; 5030 


Second Movement: Andante con moto . : , : 5040 
Third Movement: Allegro (Scherzo); and Fourth Movement, Part 

I: Allegro : : F , : ; ; ‘ : 5020 
Fourth Movement, Part II: Presto . : : 4 ; ; 5050 


(Arranged and Played by Albert Stoessel) 


ee C Minor Symphony is the best known and most admired of the nine composed by Beethoven, 
perhaps because it is the most human in its qualities. Beethoven himself gave a clue to its meaning, 
and with that clue practically all critics and commentators have arrived at substantially the same 
decision—namely, that it depicts the struggle of the individual man with Fate, the alternations 
of hope and despair, and the final triumph of the human soul. In speaking of the first four notes 
of the opening movement, Beethoven said, some time after he had finished the symphony: ‘Thus 
Fate knocks at the door.”’ 

Throughout the first movement Beethoven has emphasized the importance of this theme by 
using it an endless number of times, sometimes indicating it by a mere insistence of its rhythm in 
the bass. The entire movement is filled with incidents of the fierce battle. There are cheerier episodes, 
however, that lend contrasts to the music and hint at the fluctuations of victory over the relentless foe. 

After the turmoil of the first movement with its thunderous proclamations, the Andante 
comes like a gleam of azure amid dark storm clouds, and breathes a benison of peace. The movement 
is made up of a marvelously beautiful theme and a set of exquisitely modelled variations, the whole 
charged with surpassing grace and ineffable loveliness. Heavenly melody is poured out with a 
lavish hand, and this is one of the best-loved slow movements in all symphonic music. 

The Third Movement begins with a questioning phrase in the bass, but this gets a prompt 
answer in which it seems as if the youthful hero had grappled with the decrees of Fate and boldly 
turned his weapon against his foe. Question and answer are repeated. Then comes a rhythmically 


-{ 319 f- 


PRY) 
2500 


De) 
2.50 


DUO-ART PIANO MUSIC 
ALBERT STOESSEL—continued 

curt incident of a decided character, and these two episodes are developed with supreme cleverness. 
Now the trio of the movement comes in with a droll scurrying of the bass; and when this occurs 
a second time the composer indulges his sense of humor by letting the bass make several false starts 
before finally it is launched fully on its brisk career. A repetition of the opening section of the 
Scherzo, with delightful modifications of detail ensues, and this leads to one of the most magical 
passages that Beethoven ever penned, which from a mysterious pianissimo gradually grows in 
intensity until it finally bursts into the jubilant march of the Finale, for there is no pause between 
the two Movements. 

The second part of the last movement celebrates the triumph of the human soul in a marvelous 
expression of joy unbounded and unrestrained—jubilant exaltation proclaimed with an abandon 
of exultation. 


SYMPHONY No. 8, in B Minor C‘Unfinished’’) . Franz Schubert 
First Movement: Allegro moderato : : 5120 2.50 
Second Movement: Andante con moto . : : : 5130 42.250 


(Arranged and Played by Albert Stoessel) 


Ire all of Schubert's fine and distinguishing characteristics—his tenderness, his candor, his 
sweetness and clearness, his melancholy, his poetry and his sense of drama—are to be found in 
the “‘Unfinished Symphony.’’ Among all of his works not one is more beautiful in ideas or in per- 
fection of form than this. And yet it is only a fragment. 

The first two movements are complete. There are nine bars of a Scherzo, and with them the 
Symphony stops. No more of it has ever been found, and no one knows why Schubert should have 
abandoned it. 

This Symphony in B Minor (No. 8 of the ten symphonies written by Schubert) was composed 
in 1822, in his 26th year, and was his recognition of the compliment of his election as an honorary 
member of the musical societies of Graz and Linz. (The Vienna Society of the Friends of Music 
had refused to admit him because he was a professional musician!) Schubert himself never heard the 
symphony played. The manuscript was sent to Graz, and there it lay hidden and forgotten until 
1865, when Johann Herbeck, a Schubert enthusiast, recovered it and brought it to a hearing in 
Vienna. The score was published in 1867. 

In the first movement of this Symphony, Sir George Grove found ‘“‘the history of cruel dis- 
appointments and broken hopes.’’ There is grief in it, and protest, and melancholy brooding; but 
there is also much besides. Edmondstoune Duncan in his ‘‘Life of Schubert’’ says he never hears 
it without being put in mind of the salt-flavored breeze, the splendid underlying pulsation of the 
waves, and the freedom and expanse which a wilderness of waters conveys to the mind—though 
he does not impute any such pictorial scheme to Schubert, who never saw the sea. Others have 
found in the famous cello theme of the first movement ‘‘the most charming melody in all music’; 
and Philip Hale has written of this movement that ‘‘there is nothing of more complete, well- 
rounded beauty in the literature of music.”’ 

The Andante is even more characteristically Schubertian than the first movement, in its per- 
fection and suavity of expression and its luxuriance of color. Formally, it consists of only two or 
three melodies slightly developed and repeated; but its coloring is so rich that its final effect is 
the sense of satisfaction in complete and flawless beauty. The exquisite coda of this movement 
contains near the end one of the most remarkable strokes of genius—a simple yet magical modula- 
tion that only Schubert could have conceived. It has been aptly described as ‘‘like being wafted 
on an enchanted carpet to fairyland, and then imperceptibly wafted back again.”’ 


SYMPHONY. No. 6, in B Minor (The ‘‘Pathetic’’) Peter [lich Tchatkovsky 


First Movement: PartI: Adagio. : 5080 2.50 
First Movement: Part II: Allegro non troppo : : 5090 2.50 
Second Movement: Allegro con grazia_. ; S110" -2.50 
Third Movement: Allegro molto vivace ; : 50708 2.50 
Fourth Movement: Adagio lamentoso ; : 5870), 2.50 


(Arranged and Played by Albert Stoessel) 


Ticuarxovseris ‘‘Pathetic’’ Symphony may not inaptly be considered a musical autobiography, 
an epitome of the composer’s own life, which, his brother Modest says, ‘‘moved in spiral convolu- 
tions. The alternations of light and shade succeeded each other with a corresponding regularity.” 
The Symphony was begun early in 1893 and occupied Tchaikovsky the larger part of that year. 
It had its first performance, under the composer’s baton, in Petrograd, on October 28, 1893, and 
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“fell rather flat.’’ Nevertheless, Tchaikovsky declared it ‘‘the best thing I ever composed or ever 
shall compose.’’ It was the last thing he ever composed, for on November 6th he lay dead of the 
cholera. For more than a quarter of a century now this work has been the most popular of all 
modern symphonies. It is saturated with Tchaikovsky’s emotionalism, with his unceasing quest 
for an answer to the riddle of life. 

The First Movement opens with an Adagio introduction in which one of the figures of the 
first theme is given out by the bassoons against a droning bass and most ingeniously worked up. 
The second theme is a melody ‘‘of purest ray serene,’’ which will always haunt the memory. It is 
developed quietly and slowly. 

In the second part the powerful first theme of the work returns and is developed with furious 
energy and awe-compelling power. It is a marvelous epitome of the dark tragedy that haunted 
the composer’s soul. As the storm dies away, the beautiful second theme is heard again and the 
movement closes with the quietest of pianissimos. 

The Second Movement, Allegro con Grazia, in striking contrast to the stormy First Movement, 
is wholly a thing of loveliness, grace and beauty. It has little of the conventional Scherzo character, 
as it is set to the dance rhythm, the principal theme being given out by the ’cellos with pizzicato 
accompaniment in the strings and alternating chords in the wood-winds and horns. Its second 
theme is of a plaintive sort, but is soon replaced by the sparkling first, and the movement ends 
in cheerful mood. 

The Third Movement opens with a vivacious and pretty melody taken alternately by the 
strings and wood-winds. The strings finally usurp this theme and the wood-winds develop a counter 
theme. The contest between these two waxes in vigor and power until it ends in a tremendous 
Cossack march, introduced by the brasses and gradually taken up by the whole orchestra with 
magnificent and stupendous power and almost barbaric intensity. 

The Final Movement is one of the most sorrow-laden and most poignantly beautiful things 
in all music. Few composers would have the courage to end a symphony with an Adagio, and no 
other ever did end one with such a despairing Lament as this. Its succession of mournful outcries 
is worked up with great dramatic power. Its intensity becomes tragic and overwhelming. Then 
it dies away in the softest pianissimo. 
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Richard Epstein s 


ICHARD EPSTEIN was born at Vienna, in 1869, 
and had his early musical training from his 
father, Julius Epstein, who was a celebrated 


piano teacher for many years at the Vienna Conservatory. 
While at that institution he also studied theory with 
Robert Fuchs. After further study in Berlin and Dresden, 
he returned to Vienna. and for several years served as a 
professor at the Conservatory. Later he lived in Eng- 
land for about ten years, teaching and playing as soloist 
and as accompanist, an art in which he excelled. Then he 
came to America, and in the many years of his residence 
here duplicated the successes of his early career abroad. 
Besides being an excellent pianist, he had a considerable 
number of compositions to his credit. He died in New York on August 1, 1919. 


Duo-Art Records by Richard Epstein 


ROSES FROM THE SOUTH. Waltzes, Op. 388. , Johann Strauss 60169 2.25 
VIENNESE WALTZ . : ; Richard Epstein 58508 2.00 


Rocxarp Epstern has here taken an old and popular Viennese melody and built upon it a most 
bewitching waltz, brilliantly harmonized and filled with the fire, life, and gaiety typical of the 
best Viennese dance music—the best and most famous dance music in all the world. His own playing 
of this waltz is a brilliant performance, imbued with both grace and fire, and expressing with 
refinement of finished art every nuance and shading in his captivating music. 
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‘Raoul Laparra 


AOUL LAPARRA began his musical career at the 
age of six years; his first composition was pub- 
lished when he was seven, and at that same time 

he made his first appearance as a concert pianist. At the 
Paris Conservatory, which he entered at eleven years, 
he won the prizes offered for piano, harmony and coun- 
terpoint. In 1903 he obtained the highest award given 
to composers in France, the Grand Prix de Rome, and 
became a member of the French Academy in Rome. 
After a few years of travel in Italy, Greece, the Orient 
and Spain, he returned to Paris in 1908, and soon wona ; 
leading position among the composers of the young ES Ci: 
French school by his two Spanish operas, ‘‘La Habanera”’ : : 

and ‘‘La Jota,’’ which were brought out consecutively at the Opera Comique and have since 
enjoyed success in many other cities. Besides his operas, a large number of songs and some 
chamber music, he has written many compositions for the piano. He has made a specialty 
of Spanish music, and writes in a thoroughly modern style. 


Duo-Art Records by Raoul Laparra 
THE BULLFIGHTERS (Spanish Rhythms, No. 7, Paseo) Raoul Laparra 59288 2.00 


A LIVELY tonal picture, stimulating to the imagination, is this rugged and rather sombre bit of de- 
lineative music by Raoul Laparra. Played throughout without pedaling, which gives it an unusual 
staccato effect, this ‘‘Bullfighters’’ is a vivid and richly colored piano piece, distinguished in 
both melody and rhythm by characteristics that are typically Spanish. 


FLAMENCO SONG (Spanish Rhythms, No. 4) . : Raoul Laparra 57227 1.75 
SPANISH RHYTHMS, No. 6, Solea (Gypsy Dance) . . Raoul Laparra 58127 1.75 
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E. “Robert Schmetz ‘ eee 


EFORE the Great War began, E. Robert Schmitz 

had won recognition by his native France as one 

of her leading pianists and conductors. He was 
born in Paris in 1889, and showed musical talent as a 
youth, both violin and piano attracting his early atten- 
tion and endeavor. Entering the Paris Conservatory, he 
studied both instruments for a time, but later specialized 
in piano and won a first prize in 1909. After his gradua- 
tion from the Conservatory, Mr. Schmitz concertized in 
Europe for two years and was a pioneer interpreter in 
Germany and England of the music of Debussy and other | Rage’. 
contemporary Gallic composers. Returning to Paris, he ¢& \ Pe oaks AT DHE), 
became conductor of a symphony orchestra which he 
founded and which bears his name, and also leader of a chamber music group and of a 
French choral society. 
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E. Roserr Scumirz—continued 

When the war came all these activities had to be abandoned, and he joined the colors 
at once. For thirty-eight months he served as a soldier on active duty, rising to a captaincy 
with an anti-aircraft battery which won three citations. Wounded twice, the second 
wound, received just before the armistice was declared, incapacitated him for further mili- 
tary service. Permitted, through the intercession of Premier Clemenceau, to resume his 
artistic career, Captain Schmitz came to America as soon as he could get passage after the 
armistice was signed. In recitals here it speedily became evident that his experiences at the 
front had not impaired his artistic powers. He is an exceptionally accomplished musician, 
a pianist with imagination, and he plays the music of the modern French composers with 
authoritative and revealing artistry. 


Duo-Art Records by E. Robert Schmitz 
BAIGNEUSES AU SOLEIL (Souvenir de Banyuls sur Mer) Deodat de Severac 65810 2.50 


Here is a musical oddity—an enigma, if you will, for how vividly and to what extent it conveys 
the composer’s impression of ‘‘Women-Bathers in the Sun’’ depends on the receptive imagination 
of the individual hearer. But it is as interesting and delightful as it is odd—a remarkable bit of music 
in a new and individualistic style that fascinates by reason of its altogether novel and original 
harmonic and rhythmic effects. Its composer is one of the most talented and original of the younger 
French school of impressionists in music. 


CARNAVAL, Op. 9 (Part I) : : ; ; Robert Schumann 6264-3 2.75 
CARNAVAL, Op. 9 (Part ID) : : 4 ; Robert Schumann 6282-3 2.75 


Sica “Carnaval, Scénes Mignonnes sur 4 notes,’’ is a set of twenty-one piano pieces written 
in 1834 (the composer was then 24 years old), dedicated to Carl Lipinski and published in 1837, as 
Opus 9. Each piece has its own title. The whole set is too long for inclusion in one Duo-Art Record- 
Roll. The titles of the pieces included in the First Part, in the order in which the composer arranged 
them, are as follows: ‘‘Preamble,’’ ‘‘Pierrot,’’ “‘Arlequin,’’ ‘“Valse Noble,’’ ‘‘Eusebius,’’ ‘‘Flore- 
stan,’ “‘Coquette,”’ “‘Réplique,’’ ‘‘Sphinxes,’’ “‘Papillons,’’ ‘“‘ASCH-SCHA”’ (Lettres Dansantes) 
and ‘‘Chiarina.”’ 

The separate titles of the pieces making up the second part are: 

“Chopin,” “‘Estrelle,’’ “‘Reconnaissance,’’ “‘Pantalon et Columbine,’’ ‘‘Valse allemande,”’ 
“Paganini,’’ ‘“‘Aveu,’’ “‘Promenade,’’ ‘‘Pause,’’ and ‘‘Marche des Davidsbundler contre les 
Philistins.”’ 

The eminent English critic, J. A. Fuller Maitland, after praising the wonderful animation 
and never-ending Manicty of this most popular of Schumann’s pianoforte works, goes on to say 
of it: 

“The theme of the whole composition is a phrase of the most unpromising character, con- 
sisting of the four notes A, E-flat, C and B, called in German A S C H, which thus make up the 
name of the town where Schumann’s friend Ernestine von Fricken lived. The name is also translated 
into musical notes in another way, as A-flat, C and B, A-flat being called ‘As’ in German. It hap- 
pens, too, that these four letters are the only letters in the name Schumann that bear a musical 
significance. The three phases thus generated are given in their simplest form in the number called 
‘Sphinxes.’ In the entire collection of pieces there are only two that contain no reference to these 
notes, and by far the greater number are actually developed from them. And yet not even Schumann 
ever wrote a work in which there was more constant variety, or one in which the delineation of 
characters, both real and imaginary, was more true to nature.” 


JEUX D’EAU (Playing Fountains) ; 4 : . Maurice Ravel 6199-3 2.75 


ypicaL of Ravel’s art is this Jeux d’Eau, published in 1902, a concert piece of great brilliance. 
clear-cut, consistently sustained and developed, and highly effective throughout for the piano- 
forte. Based in the idea of the mechanical structure of a fountain, it rises to an amazing display 
of tonal colors—a transmutation into music of the tossed and wavering jets of water from fountains 
flashing in the sunshine—such as only a genius could achieve. 


LA FILLE AUX CHEVEUX DE LIN (The Girl with the Flaxen Hair), 
No. 8 from First Book of Preludes . . Claude Achille Debussy 6240-4 3.00. 


MM Desussy’s “Girl with the Flaxen Hair,’’ is a very pretty girl, and a demure little lass, withal, 
vivacious and half-shy by turns; youthful, sprightly, debonair. She sings sweetly, naturally, simply, 
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E. Rosert Scumirz—continued 


and while her song is a French song, in M. Debussy’s very modern French style, there is a trace 
of a Scottish cadence in her pretty voice. 

Debussy’s First Book of Preludes was published in 1910 and contained twelve short piano 
pieces, all written with a noteworthy simplicity and delicacy of style. One French commentator 
has called these Preludes ‘‘veritable sketches from life of the impressions and fantasies that traversed 
the comprehensive and varied spirit of Debussy.’’ This one is altogether charming in its naive 
originality and novelty; and the talented French pianist, E. Robert Schmitz, who was long a friend 
and associate of the composer, has recorded here an authoritative and beautiful interpretation of it, 
enunciating its poetry entrancingly. 


NEW YORK DAYS AND NIGHTS, Op. 40, No. 3, Pell Street (Chinatown); 
No. 2, Chimes of St. Patrick’s; No. 4, Times Square (Carnival) 
Emerson Whithorne 6846-3 2.75 


Peer are three immensely clever and fascinating pieces in thoroughly modern style from a piano 
suite of four by the American composer Emerson Whithorne, describing musically ‘‘New York 
Days and Nights,”’ capitally recorded by E. Robert Schmitz. The printed score contains the following 
annotations by the composer himself: 

Pell Street: ‘‘It is night in Chinatown. Out from a little Oriental café floats an ancient Chinese 
melody, ‘The Fifteen Bunches of Blossoms’—a song which has regaled many a feast in the Land 
of Lanterns. There in a smoky haze, swaying with the rocking of his bow, sits an old Chinese, 
playing this strange tune on his single-stringed fiddle.”’ 

Chimes of St. Patrick’s: ‘‘The tumultuous chiming of bells; high in the twin steeples, a great 
organ intoning the solemn Dies Irae; vivid patches of color stretching in rich patterns across the 
pavement of the nave, dropt down from high, warm-hued windows. And always we hear the 
noble Gregorian Chant, a Gothic column of melody reaching upward to support the mighty dome 
of sound of massive bells.’’ 

Times Square: ‘‘And now to a bazaar of the Occident—Times Square, that riotous mart of 
pleasure and of folly. Flashing colors, swirling crowds, sounds of ribaldry and mirth. Amidst the 
din of nocturnal revelry are heard snatches of tunes of the day: ‘La Veeda,’ ‘The Alice Blue Gown,’ 
“Whose Baby Are You,’ ‘The Love Nest.’ A dynamic scene, a tonal projection of the Great White 
Way with all its fantastic movement of kaleidoscopic lights and seething streams of humanity.”’ 


PRELUDE A L’APRES-MIDI D’'UN FAUNE  . Claude Achille Debussy 6532-3 2.75 
(Arranged and Played by E. Robert Schmitz) 


HE ‘Prelude to the Afternoon of a Faun”’ is the work that made Debussy famous,.and it remains 
after thirty years it was composed in 1892) the most famous of all the compositions of the great 
French impressionist in music. It was inspired by the singular ‘‘eclogue’’ of the French symbolist 
poet, Stéphane Mallarmé, “‘L’Aprés-Midi d’un Faune,’’ which defies literal translation but which 
has been interpreted thus by Edmund Gosse: 

“A faun—a simple, sensuous, passionate being—wakens in the forest at daybreak and tries 
to recall his experience of the previous afternoon. Was he the fortunate recipient of an actual visit from 
nymphs, white and golden goddesses, divinely tender and indulgent? Or is the memory he seems to 
retain nothing but the shadow of a vision, no more substantial than the ‘arid rain’ of notes from 
his own flute? He cannot tell. Yet surely there was, surely there is, an animal whiteness among 
the brown reeds of the lake that shines out yonder? Were they, are they, swans? No! But naiads 
plunging? Perhaps! Vaguer and vaguer grows the impression of this delicious experience. He would 
resign his woodland godship to retain it. A garden of lilies, golden-headed, white-stalked, behind 
the trellis of red roses? Ah, the effort is too great for his poor brain! Perhaps if he selects one lily 
from the garth of lilies one benign and beneficent yielder of her cup to thirsty lips, the memory, 
the ever-receding memory, may be forced back. So, when he has glutted upon a bunch of grapes, 
he is wont to toss the empty skins into the air and blow them out in a visionary greediness. But 
no, the delicious hour grows vaguer, experience or dream, he will never know which it was. The 
sun is warm, the grasses yielding; and he curls himself up again, after worshipping the efficacious 
star of*wine, that he may pursue the dubious ecstasy into the more hopeful boskages of sleep.”’ 

Debussy’s music 1s even more extraordinary than the esoteric poem that inspired it. It is incom- 
parably subtle music, with its dim perspectives, its saturation in poetic mood, its novel and enchant- 
ing beauty, betraying a ‘“‘supersensitive responsiveness to these moods and intimations that lie 
along the borderland of the dreaming mind.”’ 


SERENADE : ' ; ; , ; ’ Gabriel Pierne 64579 2.25 
LA SOIREE DANS GRANADE . : : Claude Achille Debussy 6215-3 2.75 
VALSE DE CONCERT, Op. 3 Joseph Wieniawski 64739 2.25 
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Alfredo Casella 


LFREDO CASELLA has won world-wide repute 
as Italy’s foremost apostle of modernism in 
music. He comes of a musical family; his father 

was a ‘cellist, as was his grandfather, the celebrated 
Alfredo Carlo Piatti, and his mother was a pianist of 
brilliant attainments. He was born at Turin, on July 25, 
1883, and began to play the piano at the age of four. 
He received his entire instruction from his mother until 
1896, when he entered the Paris Conservatoire, where he 
studied piano with L. Di¢mer (winning a first prize in 
1899) and composition with Gabriel Fauré. 

He is a brilliant concert pianist and has made suc- 
cessful tours of Italy, France, Spain, Germany, Holland, 
Russia, and has also appeared as visiting conductor with several of the leading European 
orchestras. He made his first visit to the United States in the winter of 1921-22. From 1912 
to 1915 he was professor of advanced pianoforte playing at the Paris Conservatoire, and in 
1915 he succeeded Sgambati as professor of pianoforte at the St. Cecilia Academy in Rome. 

Signor Casella’s compositions are of striking individuality and show scant traces of 
any foreign influence. His works include for orchestra ‘‘Italia,’’ a rhapsody; two sym- 
phonies, ‘‘Notte di Maggio’ (with chorus), “‘Pagine di Guerra,’’ a series of realistic pic- 
tures of the Great War, which he witnessed at close range and which made an ineradicable 
impression upon him; and an ‘‘Elegia Eroica’’; considerable chamber music, several songs, 
and many piano pieces. 


Duo-Art Records by Alfredo Casella 


BARCAROLA : ; ; ? , ; ; ; Alfredo Casella 70159 2.25 
BERCEUSE s , : : } : ; ; Alfredo Casella 65210 2.50 


Ins Berceuse incorporated in Signor Casella’s first Duo-Art Record is a very novel, interesting 
and individualistic cradle song, indeed. Sung in large part in low bass notes, with a modernistic 
harmonic accompaniment that is almost weirdly impressive, there is yet a peculiar quality about 
its melodic and harmonic content as well as its lulling rhythm that is decidedly attractive as well 
as interesting by reason of its sheer novelty. 
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-PUPAZETTI (Caricatures): 1, Marcietta; 2, Berceuse; 3, Serenata; 4, Not- 
turnino;5, Polka . . : : ; : Alfredo Casella 66080 2.50 


Porazerro” is a modern Roman word (originating in Rome as slang) formed from the same 
Latin root as our English word ‘‘puppet,””, but signifying a caricature; and these five little pieces 
by the Italian modernist Alfredo Casella are extremely clever, vivacious and skilfully made *‘puppet- 
caricatures’ of certain well-known musical forms. The first, ““Marcietta,’’ is a brisk little skit in 
march time in which strutting military pomp and self-importance are set forth ironically and with 
ludicrous effect. The Berceuse is a languid, sleepy, short lullaby, as querulous as a weary and petu- 
lant child. A ‘‘Serenata’’ (serenade) of course should be serene, happy, sweetly tuneful—''the food 
of love,’’ in Shakespeare’s phrase—but this one, while mercifully short, is none of these things, 
yet would instantly bring the enamorata forth from her dwelling, if only out of curiosity over 
its extreme oddity. The Little Nocturne (‘‘Notturnino’’) is a most bizarre combination of evening 
chimes and bird twitterings that satirizes the musical type with saturnine humor. And the energetic, 
even boisterous, measures of the Polka are quite as bizarre and quite as laughable. The whole 
group of pieces forms a remarkable oddity in music—a unique example of musical humor—that 
is as interesting as it is novel and odd. 
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“Uladimur de Pachmann 


OR half a century recognized as one of the super- 

lative virtuoso pianists of his time, Vladimir de 

Pachmann was born in Odessa, southern Russia, on 
July 27, 1848. He studied music first with his father, 
who was a professor at Vienna University and a good 
violinist. After a course of several years at the Vienna 
Conservatory under Joseph Dachs, he made a concert 
tour of Russia in 1869 and met with considerable success, 
but was not satisfied, and so retired for eight years of 
further study. In 1877 he appeared in several German 
cities, but again went into retirement until 1880, when 
his appearances in Vienna and Paris created a veritable 
furore. Since then he has made numerous successful tours of all parts of Europe and of 
America. He made his first visit to the United States in 1891. After several subsequent visits, 
he bade America his official farewell ‘‘for all time’’ on April 13, 1912, but came back again 
in October, 1923, and remained for two years. 

Mr. de Pachmann is a player of a highly poetic temperament, refined sensibilities, and 
extraordinary personal magnetism. He has always been at his best in works demanding 
extreme delicacy of touch, for in such he can properly display his marvelous velvety tone 
and ethereal pianissimo. That even at the age of seventy-five years he had not lost his power 
of weaving magic spells with the music of Chopin is proved by his playing for the 
Duo-Art Piano. 


Duo-Art Records by Vladimir de Pachmann 


NOCTURNE in C-sharp Minor, Op. 27, No. 1 Frederic Francois Chopin 67950 2.50 


Hoatmine this Nocturne as a masterpiece, James Huneker wrote: ‘With the possible exception 
of the C Minor Nocturne, this one in the sombre key of C-sharp Minor is the great essay in the 
form. Kleczynski finds it ‘a description of a calm night at Venice, where, after a scene of murder, 
the sea closes over a corpse and continues to serve as a mirror to the moonlight.’ This is melodra- 
matic. The wide-meshed figure of the left hand supports a morbid, persistent melody that grates 
on the nerves. From the piu mosso the agitation increases, and here let me call to your notice the 
Beethovenish quality of these bars, which continue until the change of signature. There is a sur- 
prising climax followed by sunshine and favor in the D-flat part, then after mounting dissonances 
a bold succession of octaves returns to the feverish plaint of the opening. The composition reaches 
exalted states. Henry T. Finck rightfully thinks it ‘‘embodies a greater variety of emotion and 
more genuine dramatic spirit on four pages than many operas on four hundred.”’ 

Mr. de Pachmann’s interpretation of this impressive Nocturne abounds in sinister subtlety, as 
well as great tonal beauty. It is a poetic performance by a Chopin specialist. 


NOCTURNE in E Minor, Op. 72, No. 1 4 . Frederic Francois Chopin 6675-4 3.00 


CGeoree E Minor Nocturne, although not published until after his death and therefore known 
as the Posthumous Nocturne, was probably the earliest of his works in this form, for it was com- 
posed in 1827, when he was eighteen years old. It is graceful, charming, sweet and sane music, and it 
is decorated with a profusion of delicate fioriture, which becomes a miracle of filmy and exquisite 
tone under Mr. de Pachmann’s caressing fingers. 
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Erno ‘Kapee 


RNO RAPEE, a young Hungarian pianist and con- 
EB ductor, for some time resident in the United 
States, was born in Budapest, in 1891, and is a 
graduate of the Royal Academy of Music of that city. 
He completed his studies in piano with Emil Sauer, and 
in composition with Ernst von Schuch. Before coming to 
the United States he held the position of conductor in 
several German opera houses and had a piano concerto, a 
symphonic poem and other works of his composition per- 
formed by several European orchestras. Here he has been 
connected with the Savage and other opera companies, 
has founded a trio, and for several seasons was musical 
director of the Modern Music Society of New York. 


Duo-Art Records by Erno Rapee 


ABIDE WITH ME (William Henry Monk); SOFTLY NOW THE LIGHT 

OF DAY (Song Roll with Words) . . Carl Maria von Weber 
Hieeeeeecoone Rollwith Words) . . : =. «. john W. Metcalf 
Pam eibE, WALTZ, Orp..316 . . . . . Johann Strauss 


AS KATHLEEN FAIR (Soprano in E-flat) (Accompaniment Roll) 
Old Irish Air 


AVE MARIA (Soprano in G) (Accompaniment Roll) . Bach-Gounod 
“BOHEMIAN GIRL’ SELECTIONS . Michael William Balfe 


BUTTERFLIES, Op. 20, No. 4 (Soprano in F) (Accompaniment Roll) 


Linn Seiler 
BY THE BROOK (Au Bord d’un Ruisseau), Op. 52 .  R. de Boisdeffre 
Meee VIENNOIS .- . «. . : D la ee Fritz Krezsler 


“CARMEN” SELECTIONS: Prelude:-Habanera (Act ID; Chorus of Street 
Boys (Act I). Duet: Micaela and Don Jose—'‘Tell Me About My Mother” 
(Act I). Duet: Carmen and Don Jose—‘‘I Am Going to Dance in Your 
feemoume Accil);ToreadorSong(ActI]) . . . . Georges Bizet 


CARRY ME BACK TO OLD VIRGINNY (Song Roll with Words) 


James Bland 
Gee INA IN D, Op. 85, No.3. . ee. ; ; .  Raff-Pauer 
G@PMEPONNEITE -. 9.2. «© 2. 8 oe «ye Ablerton-Rapee 
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Erno Rapee—continued 
CHRISTMAS FANTAISIE: (1) Jingle Bells; (2) Holy Night; (3) Hark the 
Herald Angels Sing; (4) Adeste Fideles oni oe and ies by 
Erno Rapce) aan nee ; 100478 2.00 


tere is a novel and charming Christmas medley arranged and played with great deftness by Erno 
Rapee. The merry “‘Jingle Bells,’’ and bells are here imitated with surprising cleverness, is used as 
brief links—a veritable “‘silver chain of sound’’—to join together the other songs in this Fantasy, 
and the effect is altogether delightful. An exceptionally beautiful and appealing Duo-Art song roll, 
with the words of each of the songs printed beside the notes to which they are to be sung. 


DADDY (Song Roll with Words) . . . . +. +. F. Behrend 100695 1.25 
LA DANSE DES DEMOISELLCES, Op. 48 : : Rudolf Friml 64648 2.00 
DREAM FACES (Song Roll with Words) Fontuiz W. M. Hutchinson 100725 1.25 
ECHO DE VIENNE (Valse de Concert) . . . . . # #££mil Sauer 62319 2.25 


Reece all the elements of popularity, in the best sense of the term, this beautiful and charming 
Concert Valse in the Viennese style, richly melodious and rhythmically alluring, is here offered in a 
technically flawless, beautifully graceful, and finely finished performance by Erno Rapee. 


EDUCATIONAL DANCE ROLLS FOR CHILDREN (Arranged and Anno- 
tated by Alys E. Bentley) 


Rhythms for Children, No.1 www wtettSSS*«:SC*é«iY BQ. -2..25 
Rhythms for Children, No. 2 ers Ty 
Rhythms for Children, No. 3 - 6 ee GES 


Vises Duo-Art Music Rolls have been arranged under the supervision of Miss Alys E. Bentley, 
whose work in imparting the fundamentals of music education to young children is unique and 
points the way to a finer development both physically and spiritually for all children. 

“The function of music in physical education,’’ Miss Bentley says, ‘‘should be to stimulate 
action in the lower nerve centers, and to direct the reflex response into correlated movements. Too 
great stress cannot be laid upon the importance of the careful selection of music as a stimulus for 
motor activity. The nervous system intuitively reacts far in excess of its power to approximate or 
assimilate the good or bad in music. Properly selected music will develop a desire for exercise, and 
this exercise will grow, as every other appetite, by what it feeds upon. Feeling as expressed in the 
play-life of children should be understood and directed in early training, first in terms of bodily 
movement within the laws of organic growth, and later in more subtle expression of emotion 
through action. 

“In this ordered sequence of bodily movement functioning with music as one of the greatest 
arts, and possibly one of the greatest experiences, there is interaction, and thus the outward symbol 
in motor expression swiftly and subtly effects its changes in the very texture of thought and feeling, 
subduing what is crude, harmonizing what was discordant, bringing grace and beauty to the spirit.” 


GARDEN (DANGER Asie ee ee G. Vargas 6261 7—eT> 
GLOW-WORM, THE Cdyl) “oh a . Paul Lincke 63868 2.00 
IN MY SWEET LITTLE*ALIGE BLUE GOWN atom pitencee) 


Harry Tierney 
SWEETHEART (From ‘‘Maytime’’) . . .  . Sigmund ee 66 
INTERMEZZO IN A MINOR, No. 1 oa to Act II, ‘‘The Jewels 
of the Madonna’’) . _ Evmanno Wolf-Ferrart 65018 2.00 
IN THE GLOAMING . : : : Annie Fortescue Harrison 100795 1.25 
BISANITA. 2. & me lee, N weaaterd| 
SWEET AND LOW (Song Roll with Words) . . Joseph Barnby) (5a 
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Erno Rapge—continued 
LAST NIGHT (Key of G) (Accompaniment Roll) . . Halfdan Kjerulf 100845 1.25 
LOST CHORD, THE (Song Roll with Words) Sir Arthur Sullivan 100825 1.25 
MADRIGAL OF MAY (From ‘‘The Jest’’) (Song Roll with Words) 
Maurice Nitke 100607 1.75 
MARITANA (Fantaisie Brillante), Op. 207 a Wallace-Smith 64668 2.00 
MEDLEY OF COLLEGE SONGS (Song Roll with Words): (1) Gaudeamus 
Igitur; (2) Polly Wolly Doodle; G3) Forsaken; (4) Upidee; (5) Vive 
l’Amour; (6) Old Oaken Bucket: gic Good Night, Ladies; 1) WOES 
(9) Boola March. 100757 ale] 
Seen SOVERTURE . . . . . =. . Ambroise Thomas 62770 2.50 
MUSETTA’S VALSE SONG Oak Aa (From ‘‘La Boheme’’) 
(Soprano) .: . Giacomo Puccini 10268-S 2.00 
““NORMA’”’ SELECTIONS |. : : , ; . Vincenzo Bellini 64540 2.50 
OLD KING COLE (Male Quartet in F) Pe cies cne Roll) Cecil Forsyth 10338-S 2.00 
OLD OAKEN BUCKET, THE . Samuel Woodworth 
- LISTEN TO THE MOCKING-BIRD (Song Roll with Words) 100546 1.50 
Alice Hawthorne 
POET AND PEASANT OVERTURE eer a elranz von Suppe 62490 2.50 
“RAYMOND” OVERTURE ME ice. sit Ambroise Thomas 63439 2.25 


Raxsonn, OR THE QUEEN'S SECRET,’ opera in three acts, produced at the Paris Opera-Comique in 
1851, did not win more than a temporary success, but the overture to the piece was so skilfully writ- 
ten and is so thoroughly delightful that it still holds its place in the concert room and in the hearts of 
many music lovers. Ambroise Thomas was an adept in interpreting dramatic situations of the most 
varied kinds and a master of orchestration, and this overture reveals on every page the hand of a sen- 
sitive and refined artist. The present piano arrangement by August Fraemcke is an excellent transcrip- 
tion, and Erno Rapee has played it excellently well, making of it a fine and spirited Duo-Art Record- 
Roll that is rich in variety, movement and appealing charm. 


Ses OEetlTO~ SELECTIONS . : Giuseppe Verdi 6517-3 
*““ROBIN HOOD”’ SELECTIONS: Brown October Ale; Sir Cavalier; Sweet- 
heart Mine; Oh, Promise Me : é . Reginald de Koven 63620 


“FAUST” SELECTIONS: Kermesse Scene, Act II; Calf of Gold, Act II; 


Waltz, Act III; Prison Scene Finale, Act V Charles Francois Gounod 65630 
SEXTET FROM “‘LUCIA DI LAMMERMOOR” . _ . Gaetano Donizetti 63960 
SOmMIER’S FAREWELL, THE . . Johanna Kinkel\ 100667 

WARRIOR BOLD, A (Song Roll Pie Words) . ial Stephen Adams f 
SONGS OF SUNNY ITALY: Funiculi, Funicula; Ciribiribin; O, Sole Mio; 

Maria, Mari; Viene sul mar; Margarita 2) nes 64849 
SONGS MY MOTHER TAUGHT ME pornos in me, eee 

(coll) Se ees . Antonin Dvordk 10568-S 
SOUVENIR eis . . . Franz Drdla . 63349 
TELL ME NOT OF A LOVELY LASS s (Mal Quartet in F) (Accompani- 

ment Roll) igh. Cecil Forsyth 10528-S 
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Erno Rapes—continued 


TO THE EVENING STAR Grom) Tannhauscr’ ) eee Wagner-Liszt 62358 2.00 
“Ti TROVATORES SELECTIONS 90) 0s eee Giuseppe Verdi 64120 2.50 
VALSE BLUET Tye te Drigo-Rapee 62207 1.75 
VALSE, Op. 15,-"No. 2). . « + . | 995 2 Ges, SevtloyreR Bcc omeo s.r 


Himsasa decidedly pretty, graceful, dainty waltz, whose lilting, swinging measures are played 
with deft and delicate artistry making a fascinating recotd-roll for those who (and what real music- 
lover does not?) delight in light music in its best estate. 


VENETIENNE (Fourth Barcarolle), Op. 110, No.2 . Benjamin Godard 65108 2.00 
SWILLIAM TEE SOVERs Ui ; ; : : Gioacchino Rossini 6232-3 2.75 


Tue Overture to ‘William Tell,’’ which its Alpine repose, its great storm picture, the stirring 
Ranz des Vaches (call by which the Swiss summon their cattle from the valleys to the higher pastures — 
in June), and the trumpet-call to freedom, is one of the most beautiful and most skilfully made in 
the whole orchestral repertory and has long been a favorite with concert-goers as well as opera- 
lovers. Here Erno Rapee has recorded a splendid performance of a fine pianoforte arrangement of it 
that is sure to win popularity. 


Fe eso) oe (rs ory 
TOU EE OEE et 


EOPOLD GODOWSKY was born in Vilna, Russian 


Poland, on February 13, 1870. When only three 

years old he began to show signs of rare musical 
aptitude, and at nine he made a highly successful public 
appearance as a pianist. At thirteen he was sent to Berlin 
to study under Bargiel and Rudorff. In 1884, he made 
his first American tour, in conjunction with the violinist . BE 
Ovide Musin. Two years later he went to Paris and 
studied with Saint-Saéns. After successful tours of France 
and England, he returned to the United States in 1890, 
since which time he has lived and taught in several 
American cities and alternated extensive tours of the AG ONG ——n 
United States and Canada with numerous brief sojourns  ~ eee 
and concertizing trips in Europe. In 1901 Godowsky married an American wife and at this 
writing he makes his home in New York. 


Duo-Art Records by Leopold Godowsk y 


BALLADE in G; Minor, Orr 230 . Frederic Francois Chopin 5793-4 3.00 
BERGEUSEan G-tlat™ ; : ; : ; . Adolf Henselt 5740-4 3.00 
GONDOLARIA Opmi5eNoe2 : : : ; . Adolf Henselt 5840-4 3.00 
NOCTURNE in E-flat, Op.9, No.2. , . Frederic Francois Chopin 5771-3 2.75 
POLONAISEumE-flatOp.i7, No. 1. ; ; . Moritz Moszkowski 5872-4 3.00 
SERENADE in D Minor : , . Anton Gregor Rubinstein 5752-3 2.75 
TRAUMEREI (Revery), Op. 15, No.7. : ; : Robert Schumann 5855-3 2.75 
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Hans Ebell 


YOUNG Russian composer-pianist, Hans Ebell 
was born in Petrograd in 1887, and supple- 
mented his early musical training there with 

lessons from Sergei Rachmaninoff in composition, and 
from Josef Hofmann and Leopold Godowsky in piano- 
forte playing. From 1911 until the outbreak of the Great 
War he was head of the piano department of the Con- 
servatory of Cracow, Galicia. In the course of those 
years also he made successful concert tours in Russia, 
France, Austria, Germany and England. He came to 
America in 1914, and since that year has made his home 
in Boston, devoting himself to teaching and concertizing. 


Duo-Art Records by Hans Ebell 
ETUDE in F-sharp Major, Op. 36, No. 13 Anton Stepanovich Arensky 61878 2.00 


A COMPARATIVELY simple but highly effective piece of pianoforte writing is this F-sharp Major 
Study by one of the most famous of the younger Russian composers. Its main theme, of novel, orig- 
inal and interesting character, is enunciated in chords to an accompaniment of rapid runs, first 
in the treble, then in lower register, and finally back to higher scale again. Mr. Ebell has played 
it with exquisite smoothness and by his skill and his rich singing tone has proclaimed its beauty 
very effectively. 


IN AUTUMN, Ob. 36, No. 4 : : : : . Moritz Moszkowski 61748 2.00 


A BRILLIANT and delightful little concert piece, exemplifying Moszkowski’s characteristics: A 
Captivating, melodious freshness, a certain crispness and precision of touch, piquant and engaging 
rhythm, and effective harmony, here receive a very skilful and poetical interpretation by Mr. Ebell. 


PAPILLONS : : : : ; : " . Moritz Rosenthal S-30368 2.00 
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Herbert F ryer 


HIS English composer-pianist was born at Hamp- 

stead, London, in 1877. He received his early 

training 1n music in his native city, and after his 
graduation from the Royal Academy of Music, he 
studied with Ferruccio Busoni. After concertizing suc- 
cessfully for some time in Europe, he returned to London 
and became Professor of Pianoforte at the Royal Acad- 
emy, a post which he occupied for several years. In 1915 
he visited the United States, and for a brief period held 
a professorship at the Institute of Musical Art in New 
York City. 


TCO 
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A Duo-Art Record by Herbert Fryer 


EPL@DE IN E MAJOR, Op. 10, No.3 .« . Frederic Francois Chopin 55758 2.00 
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‘Kostta “Renard 


R= RENARD was born in Santiago, Chile, 


and from earliest childhood enjoyed unusual edu- 

cational advantages. Her musical gifts were 
manifest very early, and after a course of lessons at home 
the young girl was sent to a local conservatory, where 
she soon surpassed all the other pupils. Her progress was 
so remarkable that, upon entering her teens, her family 
consented to her training for a musical career. She was 
taken to Europe and for five years studied with Professor 
Martin Krause in Berlin. Just when she was ready to 
make her debut the Great War began. Nevertheless, she 
gave three successful recitals in Berlin before she returned 
to her home in Chile. After a triumphal tour of South 


America, Senorita Renard came to the United States, in 1917, and rapidly won a high oe 


in the esteem of American concert-goets. 


Senorita Renard has recorded her interpretations only for the Duo-Art Piano. 


Duo-Art Records by Rosita Renard 


BEAUTIFUL BLUE DANUBE (Arranged by Emil Sauer) 
Strauss-Schulz-Evler 60060 2.50 


Wess Schulz-Evler Arabesque on Johann Strauss’s “‘Beautiful Blue Danube’ Waltz is one of the most 
brilliant, appealing and popular of pianoforte transcriptions, just as the waltz itself, which aroused 
the jealousy of Brahms, is one of the most beautiful that the old ‘‘Waltz King’’ ever composed. 
This new arrangement by Emil Sauer sparkles with an even greater brilliance and possesses a 
yet more compelling fascination than the original Arabesque. There is no other word but ‘‘dazzling”’ 
for this coruscating virtuoso piece. 


EROICA (Etudes d’Exécution transcendante, No. 7, in E-flat Major) 
Franz Liszt 59800 2.50 


ETUDE IN E MINOR, Op. 25, No. 5 


Vee Heroic Study, No. 7 of the Transcendental series, has the character alike of the triumphal 
march and the song of victory of a home-coming hero. Big and grandiose in feeling, of massive power 
in both conception and execution, it contains stupendous orchestral effects which tax to the utmost 
the interpreter’s skill in the use of touch and pedals combined. It is marked by great incisiveness of 
rhythm and magnificent sonority of imposing chords, and requires great virtuosity for its performance. 


(oreratis second set of Studies, Opus 25, was first published in 1837, although some of the pieces 
making up the set had been composed five or six years earlier. No. 5, in E Minor, is a study in 
rhythms and double notes, but it is vastly more than that; one of those ‘‘Poems fit for Parnassus,’’ of 
which James Huneker has said, ‘In them is mirrored all of Chopin, the planetary as well as the secular 
Chopin.” 

This Fifth Etude is less often heard in the concert room than any one of its companions among 
the full dozen that make up the Opus 25. “‘Yet,’’ says Mr. Huneker, ‘‘it is a sonorous piano piece, 
rich in embroideries and general decorative effect in the middle section. Perhaps the rather perverse, 
capricious and not altogether amiable character of the beginning has caused pianists to be wary of 
introducing it at a recital. It is hugely effective and also difficult, especially if played with the same 
fingering throughout, as Von Buelow suggests.”’ 
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Frederic Francois Chopin 60410 2.50 
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Rostra Renarp—continued 
GALOP DE CONCERT . : , ; K 3 : 3 : Emil Sauer 6338-3 2.75 


A DASHING, lively, brilliant concert piece, with a graceful lilt and rhythm and clever and effective 
contrasts in dynamics is here offered in a spirited, captivating performance by the brilliant young 
Chilean pianist, Rosita Renard, who, while playing it with great bravura, has also shown ful! ap- 
preciation of its melodic and rhythmic content. 


MAZURKA, Or.59,No.3 . . . . .  . Frederic Francois Chopin 61460 2.50 


In this Mazurka,’’ says James Huneker, ‘‘Chopin is at the summit of his invention. Time and tune 
that wait for no man are now his bond slaves. Pathos, delicacy, boldness, a measured melancholy and 
the art of euphonious presentment of all these, and many factors more, stamp this Mazurka a master- 
piece.’’ And the interpretation of it here recorded by Rosita Renard is a masterly performance of 
crystalline clarity and brilliance. 


NOCTURNE IN B MAJOR, Op. 9, No.3 . . Frederic Francois Chopin 61210 2.50 


jae English critic has well said that in any of the works of Chopin we enter, as it were, into a fairy- 
land untrodden by human footsteps—a path hitherto unfrequented but by the great composer him- 
self. The first part of this Nocturne has a fairy-like grace that is almost coquettish. The passionate 
intermezzo is firmly knit and has the dramatic Chopin ring, and the ending is highly effective. 


PRieeeereOr. 104;5No.1 .. . .  . Felix Mendelssohn-Bartholdy 59789 2.25 


Arnoven the Prelude embodied in this roll was not published until after Mendelssohn's death, it 
was composed at the time of his courtship and marriage, in 1836, and is a very happy bit of writing. 
With its suave melody in chords, its brisk staccato accompaniment, rapid tempo, and sharply ac- 
cented rhythm, it demands for its proper interpretation grace, delicacy, vivacity, rhythmic pulse and 
tenderness; and these are the very qualities in which the art of Rosita Renard excels. 


RESTLESS DREAMS (CTraumeswirren), Op. 12, No. 7 Robert Schumann 60310 2.50 


en “Restless Dreams’’ is a dainty and exquisite fragment which might almost be called a fairy 
piece; so light is it, so airy and dreamlike, so filled with a delicate and fantastic imagery that baffles 
description. It requires for its adequate performance a particularly facile and finished technic, as 
well as an understanding of the composer’s mood and purpose. And these have been fully supplied by 
the brilliant young Chilean pianist, whose rare art is exemplified in this fine Duo-Art music-roll. 


Biers ierOPAGNOLE. «1 S.C OFranz Liszt 6208-4 3.00 


ezr’s Spanish Rhapsody, while not so characteristic a work as the Hungarian Rhapsodies, is 
nevertheless a composition of imagination, poetry, fire, brilliance such as only a musician of great 
genius could produce. It is both interesting and beautiful and what more could be asked? In the 
present interpretation its rhapsodic character, its poetic spirit, its glorious sonorities are adequately 
set forth by Rosita Renard. 


SCHERZO (Capriccio) IN E MINOR, Op. 16, No. 2 
“Felix Mendelssohn-Bartholdy 64000 2.50 


In 1829, when he was twenty years old, Mendelssohn made his memorable visit to Great Britain 
which gave him inspirations for several of the best compositions of his early manhood, among them 
the ‘‘Fingal’s Cave’’ Overture, the ‘‘Scotch Symphony,”’ and other important works. In the course 
of that visit he passed some happy days at Coed-du, near Holywell in North Wales, at the country 
home of John Taylor, a mining engineer and music lover whom he had met in London. Mr. Taylor 
had three young daughters so congenial to the youthful composer that he wrote a piano piece for 
each of them, and these pieces he published later as Opus 16, under the title ‘“Three Fantasias or 
Capriccios.”’ 

Many years later, after Mendelssohn’s death, one of these sisters in her reminiscences of his visit 
wrote thus of this Capriccio in E Minor: ‘‘We observed how natural objects seemed to suggest music 
to him. There was in my sister Honora’s garden a-pretty creeping plant, new at that time, covered 
with little trumpet-like flowers. He was struck with it, and played for her the music which (he said) 
the fairies might play on those trumpets. When he wrote out the piece (called a Capriccio in E Minor) 
he drew a little branch of that flower all up the margin of the paper.” 

It is a graceful and happy little piece with its fanfare of fairy trumpets sounding at frequent in- 
tervals, and here it is deftly, daintily and charmingly played by the accomplished young Chilean 
pianist, Rosita Renard. 
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VECCHIO. MINUETTO IN D MAJOR, Op. 18 .  . Gzovanni Sgambati 70358 2.00 
WALTZ IN A-FLAT, Op. 64, No.3 . .  . Frederic Francois Chopin 68909 2725 


W ira its serpentining melodies, which Chopin knew how to handle so surpassingly well, its rich 
harmonies flashing a whole palette of tonal colors, and its motion of exquisite grace, this A-flat 
Waltz is an unfailing delight. Indeed, in pure musical beauty, perfect grace and compelling charm, it 
takes high rank among the fifteen waltzes which are the most objective of all of Chopin’s works. 
This charming Waltz, says Huneker, ‘‘is for superior souls who dance with intellectual joy, with the 
joy that comes of making exquisite patterns and curves. Out of the salon and from its brilliantly 
lighted spaces the dancers do not wander, do not dance into the darkness and churchyard, as Ehlert 


imagines of certain other waltzes.”’ 
25) *©ro- 


Tina Lerner a 
she: LERNER, a musical artist of extraordinary 


talent, was born in Odessa, South Russia, in 1890. 

In early childhood she showed indications of 
unusual musical gifts, and this fact determined her 
father, a well-known and successful critic, to give his 
daughter the fullest possible opportunities for the devel- 
opment of her artistic nature. In Odessa she studied with 
Rudolph Helm, and then at the age of ten went to the 
Moscow Conservatory, where she completed the nine 
years’ course in five years and carried off the highest 
honors. When only fifteen years old she appeared as 
soloist with the Moscow Philharmonic Society. There- 
after she made a concert tour of Russia, followed that 


with numerous appearances in Germany and England, and then paid the first of several visits 
to America. She has appeared as soloist with all the leading symphony orchestras in the 


world, and her numerous concert tours have been so many series of artistic triumphs. 


Duo-Art Records by Tina Lerner 


CONCERTOSPA THE TIOUBS INE MINORG . Franz Liszt “62130R2 50 


(Played by Tina Lerner and Vladimir Shavitch) 


iszt’s Concerto Pathetique, partly because it requires for its performance two piano virtuosi of the 
first rank to master its extreme technical difficulties, and partly because its form is so rhapsodical and 
even whimsical as to make it ineffective on the concert platform, remained almost an unknown com- 
position until Richard Burmeister, a few years ago, made an effective arrangement of it as a concerto 


for piano solo with orchestral accompaniment. 


But the work is among the most beautiful in the long list of this master’s pianoforte composi- 
tions, and is far too valuable in its original form to be lost. It may be said that it would be more 
aptly described as a fantasia or rhapsody than as a concerto, in the ordinary meaning of the term, but 


it is great and glorious music by whatever name one prefers to designate it. 


Mme. Lerner and her husband, M. Shavitch, have played 1 it with consummate artistry, recording 


a superbly finished, brilliant and masterly interpretation. 


EL CONTRABANDISTA (Romance Espagnole) . . Schumann-Tausig 59790 2.50 
DANCE OF THE GNOMES (Gnomenreigen) (Concert Etude) Franz Liszt 60680 2.50 
‘““EUGEN ONEGIN”’ (Concert Paraphrase), Op. 81 . Tchatkovsky-Pabst 64599 2.25 


Toanovsey’ s opera ‘‘Eugen Onegin” is based on a novel in verse with the same title by the cele- 
brated Russian poet, Alexander Pushkin, a Byronic romance of the disjointed love affairs of the 
profligate Eugen Onegin and the beautiful maiden Tatiana, whose proffered love at first he ge 


but at last covets, when too late he finds that he may not have it. 
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Tina LerNer—continued 

The music abounds in tunefulness—a tunefulness that is almost Italianate in its prettiness. 
Tchaikovsky's operatic models were the works of the old-time Italian school; he was no follower of 
Wagner. The Concert Paraphrase by Paul Pabst effectively utilizes several of the finest arias, choruses 
and valses from the opera and combines them into an appealingly melodious, richly varied and glow- 
ingly beautiful concert piece. 


Py tetiON TO THE DANCE, Op. 65 . : . Carl Maria von Weber 59840 2.50 


les brilliant and lovely waltz-rondo, Weber's masterpiece in the field of pianoforte music, has been 
played by thousands of pianists, from wonderful children to giants like Liszt and Tausig and Pade- 
rewski, and its charm is still as potent as when it was first given to the world, over a hundred years ago 
(1819). It contained, indeed, a gracious manifestation of a new spirit, and must forever remain a 
standard work. The prelude and the coda of the ‘‘Invitation,’’ with their clever and dainty device of 
tender but impassioned dialogue and their exquisite characterization of the young lovers, are of in- 
effable poetic charm—a pure inspiration of genius, if there ever was one. And the waltz itself, of 
beauty all compact, could any other ever be more perfect in precision and decision and grace? 


RONDO BRILLANTE, Op. 62 (La Gaiet) . §. =. Carl Maria von Weber 60470 2.50 


“2S(0)* *©rro- 


Una “Bourne 


NA BOURNE was born in Melbourne, Australia, and received all her technical 
| | training in piano-playing there, studying first with an older sister, and later with 

Benno Scherek. She created something of a sensation in her native city as a ‘‘wonder 
child,’ making her first public appearance as a pianist when only six years old, and three 
years later winning two prizes in a local piano-playing competition. A sojourn of two years 
in Europe, eight months of which were spent in various German cities, acquainted her with 
the work of the world’s leading pianists, and she made a successful début in London. Return- 
ing to Australia, she appeared in many recitals and orchestral concerts, and toured that 
continent as piano-soloist with Mme. Melba. She revisited England in 1923, winning fresh 
laurels by concert appearances there, and in the next year passed through the United States 
on her way back to her home in Melbourne. Miss Bourne has recorded her playing only 
for the Duo-Art Piano. 


} Duo-Art Records by Una Bourne 
PNG WHISPERS, Op. 47, No.1 . . . . Selim Palmgren 67419 2.25 


esorn with the strange, weird atmosphere of a land of legends and runes, and at the same time 
bearing the unmistakable impress of that remarkable and interesting individuality which charac- 
terizes all of the work of Selim Palmgren, foremost among the younger composers of Finland, this 
“Evening Whispers’’ is a poetical and charming nocturne, of novel content and skilful workman- 
ship. Its melodic and harmonic elements, the echo of a vesper bell in the distance, the gentle twitter- 
ing of sleepy birds, and other dusky whisperings, are deftly wrought into a delicate, half-mystical 
mood picture of almost magical beauty and effectiveness. 

A finely poetical interpretation that skilfully discloses the novel beauty of this delightful piece 
is here recorded by Una Bourne. 


WALTZES, Op. 39, Nos. 2, 4,12,14,15,16and20 .. . Johannes Brahms 6860-4 3.00 


Una Bourne has here recorded most charmingly a finely selected and delightful group from the in- 
imitable concert Waltzes of Brahms—Waltzes which were hailed by the late James Huneker as 
“divine specimens of the dance.’’ Brahms dances always in the open air, he declared. ‘‘Sometimes the 
round verge of the sun blazes overhead in the blue, and you hear the muscular jolt of large-limbed 
men and women taking their pleasure heartily, then the aromatic night of the forest encompasses 
you, and the sound of dancing is heard, but afar. Poetry is in the air and passion too, and exquisite 
is the sound and exquisite the suggestion.”’ 
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Una Bourne—continued 


The Second Waltz of Opus 39 has an entrancing lilt. It is well named ‘‘dolce.’’ The mood is noc- 
turnal, the color subdued, but none the less full of glancing richness. No. 4 is a veritable little gem— 
‘Hungarian and lovely.’’ But space is lacking to characterize each of these Waltzes separately. All 
are charming. Louis Ehlert well said, ‘‘Brahms possessed the gift of substantiating his mastery in this 
field by the charm of half revealed sentiment, by the modest denial of the scarcely uttered confession 
and by his power of rendering the wildest yearnings speechless with confusion.”’ 
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Marie Dvorak 


} | ARIE DVORAK is a niece of the famous An- 
tonin Dvorak, greatest of Czech composers, 
and was born in Melnik, Bohemia. She showed 

remarkable musical aptitude as a child, and her mother 

began to give her regular piano lessons when she was 
only six years old. In her thirteenth year she entered the 

Prague Conservatory, from which four years later she 

was gtaduated with high honors. From 1912 to 1914 

she studied with Leschetizky at that famous teacher’s 

establishment in Vienna. She has won much success as 

a concert pianist in the leading capitals of continental 

Europe and in England. Miss Dvorak made her first visit 


VT 


AM 
(Osa 


to America in 1921. She recorded her playing only for a 


the Duo-Art Piano. 


Duo-Art Records by Marie Dvorak 


BOHEMIAN PEASANT DANCE 2 ; ; ; . Bedrich Smetana 70187 1.75 
FOLK TUNE (Czecho-slovak), Or, 12) Now 2-0 Josef Suk 64658 2.00 


The Czecho-Slovak Folk Tune is a captivating novelty—a lovely melody, half joyous and half mel- 
ancholy—possessing certain distinctive qualities and characteristics that make the Bohemian folk 
music among the most beautiful and most interesting of all Europe. Josef Suk has harmonized it in 
masterly fashion, first with a rather simple accompaniment, then in double notes with a fuller ac- 
companiment, and finally in still another variation, making of it a very beautiful and interesting 
piano piece. He is one of the foremost of living Czech composers and was a pupil in composition of 
Dvorak, whose son-in-law he became. 


HUMORESQUE, Op. 101, No. 7 ; : . . : Antonin Dvord4k 70207 1.75 
LARGO (From the “‘New World Symphony’’) . . Antonin Dvordk 64869 2.25 


Tis is one of the loveliest and best loved slow movements in all symphonic music. In this mel- 
lifluous Largo with its romantic, long breathed and hauntingly sweet melody Dvorak, is said to have 
attempted to suggest the mood in the story of Hiawatha’s wooing, as told by the poet Longfellow. 
It is interesting to note that in the composer’s sketch books for the symphony this slow movement 
was originally called ‘‘Legenda.”’ 


SLAVIC DANCE, No. 11 (Arranged by Marie Dvorak) . Antonin Dvorak 65788 2.00 


Dyvorkx’s Slavic Dances are as characteristic as any of his works. Their melodic and rhythmic ani- 

mation is indescribable; while the basis is national folksong, the themes are imaginatively treated 

and led through various keys with the happy inconsequence peculiar to Dvorak, and the whole is 

orchestrated with the richness, variety, and delicacy that make him one of the greatest orchestral | 
masters of all time. The Eleventh of the series, here skilfully played and arranged for the Duo-Art 

by Marie Dvorak, is captivating in its melodic freshness and its rhythmic swing. 
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Masgdeleine “Brard 


N exceptionally gifted young French pianist, 
A Mlle. Magdeleine Brard was born at Pontivy, 
in Brittany, on August 7, 1903, and entered the 

Paris Conservatory in 1914, studying under the direction 
of Alfred Cortot, whose most brilliant pupil she soon 
became. In 1916 and 1917 she surpassed all competitors 
at the Conservatory and won the highest prizes offered 
at that institution in those years. Before coming to 
America early in the winter of 1918 as a soloist with the 
orchestra of the Paris Conservatory, she had concertized 
in French and Spanish cities with noteworthy success. 
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Duo-Art Records by Magdeleine Brard 
CACHE-CACHE (Hide-and-Seek) (No. 12 of ‘‘Fifteen Pieces’”) Gabriel Pierné 70198 2.00 


ETUDE DE CONCERT IN F MINOR, No. 2 CLeggierezza) . Franz Liszt 61579 2.25 


ACs is a wonderful record-roll—and a wonderfully beautiful one. Liszt’s Second Concert Study, 
with its light and smoothly flowing grace and delicacy (perhaps the most Chopinesque of all Liszt's 
Etudes), is here played with perfect and brilliant technic, a fine singing tone, and amazing variety in 
expression and nuancing. It fairly pulsates with life. And when one remembers that the interpreta- 
tion was recorded by a little girl not yet sixteen years old, the wonder of it grows. 


Pepi PsCONCERI_IN D-FLAT, No.3: . ... . Franz Liszt 65770 2.50 


POm@mrreNOCIURNE, 07.36. .°. . . .- . Gabriel Fauré 61480 2.50 


Tricar of the best pianoforte music of Gabriel Fauré, who unlike most French composers, has writ- 
ten no operas but has devoted himself to pure instrumental music, except for his remarkable songs, is 
this very beautiful Nocturne, with its fluent and lovely melodies and rich, skilful harmonization. 


PAGANINI ETUDE, No.4 (Vivo) . . . .  . «~~ Franz Liszt 70249 2.25. 


TARANTELLE IN A-FLAT MAJOR, Op. 43 . Frederic Francois Chopin 6390-3 2.75 


TES Tarantella was a popular dance of South Italy deriving its name from the old town of Taranto 
in Apulia. Under the magic touch of Chopin the old form 


doth suffer a sea-change 
Into something rich and strange 


“It is full of life,’’ Professor Niecks says of this piece, ‘‘indeed, spirited in every respect, in 
movement and in boldness of harmonic and melodic conception. The Tarantelle is a translation from 
Italian into Polish, a transmutation of Rossini into Chopin, a Neapolitan scene painted with opaque 
colors, the South without its transparent sky, balmy air and general brightness. That this composi- 
tion was inspired by impressions received from Rossini’s Tarantella, and not from impressions re- 
ceived in Italy (of which he had a short glimpse in 1839), is evident. A comparison with Liszus 
glowing and intoxicating transcription of Rossini’s composition may be recommended as a study 
equally pleasant and instructive.” 
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Genevieve “Prtot 


ENEVIEVE PITOT is a young American pianist 
of brilliant promise. She was born in New Or- 
leans of French parentage, began her music studies 

when eight years old, and four years later became a 
pupil of Alfred Cortot in Paris. She has appeared with 
success in Paris and extensively in the Southern States. 
Her interpretations of the lighter classical and standard 
salon pieces are not only technically brilliant, but imbued 
with vivacity of spirit, with noteworthy grace and 
charm. Miss Pitot has recorded her playing exclusively 


for the Duo-Art Piano. oT 
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Duo-Art Records by Genevieve Pitot 


AMOUREUSE (Valse trés lente) ca oe ee eee Rodolphe Berger 66996 1.50 
ALPINE STORM? Op.41057 enn ee Charles Kunkel 67998 2.00 


I cmeraan’s ‘Alpine Storm’”’ is a clever piece of descriptive music that has won great popularity by 
reason of its appealing melody and the vivid contrasts of its rich harmonization. The composer’s 
program presents a young shepherd in an Alpine valley, playing a love song on his oboe, hoping that 
it may be heard by his sweetheart in a distant meadow. So intent is he on his serenade-that he does 
not notice the first rumble of an approaching summer shower. Soon a louder thunder-clap arouses 
him, and he signals his dogs to drive his flock to shelter. Hardly is this done when the storm breaks 
in fury—the wind hisses through the pines, the thunder roars, heavy rain swells the mountain tor- 
rents. Then a prayer is heard. The Storm King departs. The sun breaks through the clouds. The 
young shepherd signals to his flock to return to the pasture, and resumes his song to his love in the 
distance. 


ASHES OF ROSES (Valse Elégante) . . .> . . Robert Goldbeck \7OO3GmmEIE5O 


I wendrrarine melody, beautiful and appropriate harmony with deft touches of decoration and 
captivating rhythmic swing are combined with the art of an adept in the fashioning of light and 
graceful music in Robert Goldbeck’s ‘Ashes of Roses’’ (quite fittingly characterized as an “Elegant 
Waltz’’), of which Miss Pitot has recorded a finely finished and delightful performance. 


BALL-ROOM WHISPERS, Op.66 . . . . . ~. Louis Gregh “6O7GgmeIN TS 


As one might infer from its title, ‘‘Ball-Room Whispers,’’ is a waltz—and a very pretty one, de- 
liciously melodious, nicely harmonized, and attractively varied in its graceful, rhythmic swing. And 
its attractive elements are all displayed to best advantage in Miss Pitot’s captivating performance of 
it. 


BALL-ROOM WHISPERS (Ballgefliister), Op. 73, No. 2 (Ballad with Words) 
Erik Meyer-Helmund 102615 1.25 


BONNIE, SWEET BESSIE (Ballad with Words) . . . J.L. Gilbert 102655 1.25 


As its title indicates, “Bonnie, Sweet Bessie,’’ is a Scottish song, much in the traditional style of. 
the old Scottish ballads, and its simple, tender, heart-touching melody has certain national pecu- 
liarities of Scottish music—notably a sparing but effective use of the Scotch Snap, or Catch. The 
melody is deftly suited to the words; and the naive freshness and charm of the song insure an indefi- 
nite continuation of the popularity it has long enjoyed on both sides of the Atlantic. 


-{ 338 


INTERPRETERS LIST 


GENEVIEVE Pirot—continued 


A BOWL OF PANSIES _. ‘ : ) : . ; Jules Reynard 70706 1.50 


As pretty and sweet and colorful as the picture its title conjures up is this clever and attractive 
bit of salon music of the best kind—an excellent little ‘‘flower piece,’’ deftly and very beauti- 
fully recorded by Genevieve Pitot. 


BRIDES AND BUTTERFLIES WALTZES eee. ee ee Nez iVioret | © 68766" | 150 


lee is a very pretty set of short waltzes—melodious, graceful, rhythmically compelling, and im- 
prest with the individual style of an expert in the composition of many popular waltzes. An atten- 
tion-arresting and beautifully phrased introduction, Andante moderato, leads into a delicious slow 
waltz, and this is followed by three exceptionally attractive and nicely differentiated short waltzes, 
denominated, respectively: (1) ‘‘Amoroso”’; (2) “‘Passionato’’; and (3) ‘‘Grandioso.’’ Miss Pitot has 
played these beautiful waltzes entrancingly. 


Ceo tt A IN B-FLAT, Op. 35, No.3. . Benjamin Godard 68296 1.50 


Iie Canzonetta by the facile French composer, Benjamin Godard, is a bright, happy, and thor- 
oughly charming little instrumental song, with a pretty, tripping melody and a rich and varied 
harmonic accompaniment, and fully deserves its great popularity. 


eee TAS OP. 60. lt le Alfredo d’ Ambrosio 68386 1.50 


PAG occn originally composed for the violin by a distinguished master of that instrument, Al- 
fredo d’Ambrosio’s Canzonetta makes a very pretty and effective piano piece. It is compacted of gay 
lilting melody, deft harmonic treatment, and a graceful, swaying, swinging rhythm, and Miss Pitot 
has set forth these elements skilfully and beautifully in the fine performance she has recorded of this 
attractive piece. 


CARNATIONS (Novelette) . : : Fred G. Albers 70536 1.50 
CHARME D’AMOUR (Love's Spell), Hesitation Waltz Edwin F. Kendall 69037 1.75 


“‘CHAUVE SOURIS’? SELECTIONS: (1) Introduction; (2) Two Guitars; 
(3) Parade of the Wooden Soldiers; (4) Dark Eyes; (5) O Katharina 
Gilbert-Fall 68948 2.00 
A vantep and delightful group of the most popular musical numbers from that unique Russian 


Nights Entertainment, the ‘‘Chauve Souris,’’ is here crisply and charmingly played by Genevieve 
Pitot and makes a capital Duo-Art Record-Roll of assured popularity. 


eeUPTIEMAZURKA .°. . . . . . Joaquin Larvegla 67577 1.75 
(CORYCENTHEMUMS ... . . .. .. = ..:~WilliamH. Penn 67106. 1.50 
PO. Or.14 .. . . . . tl. Homer N. Bartlett 66888 2.00 
EeRIANTINA WALTZES . . . ... Emil Waldteufel 67788 2.00 


Genevieve Prror has recorded a sparkling and delightful performance of Waldteufel’s *'Estu- 
diantina Waltzes,”’ a suite of four short waltzes and a coda, melodious, gay, sprightly, graceful, and 
abounding in clever and effective variations of pace. These distinguished and charming Waltzes have 
almost rivalled in popularity the best of the Strauss waltzes. They are typical of the happy facility 
and the genius of their composer, who was one of the most prolific writers of dance music of the best 
kind of the last half-century. 
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GENEVIEVE Prtot—continued 


FLORENCE WALTZ (Grande Valse Brillante), Op. 12 . Emil Liebling 67677 1.75 


Eee Lizsiine’s ‘Florence Waltz’’ is a dashing and brilliant concert waltz, tuneful, richly har- 
monized and cleverly ornamented, sharply accented in swinging rhythms of varying pace. Miss 
Pitot has recorded a fine and brilliant performance of this captivating piece. 


“FORGED ME NOT 30292255 Allan Macbeth 69506 1.50 


“FE orceT Me Nor,”’ called by its composer an Intermezzo, is a very attractive salon piece compacted 
of pretty, lilting melody of a folk-song-like quality, a varied and appropriate harmonic treatment 
and decoration, and a pleasing rhythmic beat. It is skilfully fashioned and it deftly and irresistibly 
evokes a mood of remembrance. 


GRANDE POLKA DE CONCERT, Op. 1 . . .« Homer N. Bartlett “675q@ueled 5 
IF LOVE WERE ALL (Song Roll with Words) . . . Waélliam Axt 103015 1.25 
INTRODUCTION AND VALSE LENTE, Op. 10. . Martinus Sieveking 68157 1.75 


JUNE BROUGHT THE ROSES (Song Roll with Words) John Openshaw 102495 1.25 
JUNE-BUG’S DANCE (Polka-Rondo) . «  «.  .  . Edvard Holst Sess 


MARCHETA (Song Roll with Words) . 


.  .  . Victor Schertzinger 1020S5me 25 
(Piano Transcription by Christopher O’Hare) 


LA MARSEILLAISE (Song Roll with Words) . . G. J. Rouget de Lisle 10275525 


lee MarsEILualsg,’’ pethaps the most stirring of all national hymns, was written (both words and 
music) by Claude Joseph Rouget de Lisle, a captain of engineers at the time of the French Revolu- 
tion, in an outburst of patriotism at Strassburg, and was originally called a ‘‘War Song for the Army 
of the Rhine.’ It was taken up by the volunteers of Marseilles on the famous march to Paris, and 
was sung by them as they attacked the Tuilleries on August 2, 1792. The Parisians, supposing the 
song to be the hymn of the Marseillais, gave it its present title and adopted it as the national hymn 
of the French Republic. 


MURILLO (Allegro de Concert), Op. 138 ees Adolf Terschak 67468 2.00 


Mounrrrto” is a brilliant concert allegro in which an impressively beautiful melody is intoned to 
the surging of resounding chord progesssions, and there is a profusion of richly varied and scintillant 
decoration. Genevieve Pitot has played it most skilfully and with great vim and fire, making of it a 
Captivating record-roll. 


NON E VER (’Tis not True) (Song Roll with Words). . Tito Mattei 101965 1.25 


OVER THE WAVES (Sobre las Olas) - & . . Juventine Rosas 68475—N2200 


“ORPHEUS IN THE UNDERWORLD” OVERTURE ._ Jacques Offenbach 69779 2.25 
(Played by Genevieve Pitot and Robert Armbruster) 


Mustcatzy, Orpheus aux Enfers (produced at Paris in 1858) is the best of the numerous comic operas 
composed by Jacques Offenbach, perhaps the cleverest and most prolific musical caricaturist the 
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world has ever known. It abounds in his inexhaustible melodiousness, sprightly and ironic humor, 
and clever orchestration. The Overture here capitally recorded by Miss Pitot and Mr. Armbruster in 
attistic collaboration, is fashioned on the chief melodies of the operetta, richly harmonized, and 
abundantly varied in rhythm. This is bright, gay, lively, sparkling music, of ‘‘catchy’’ tunefulness, 
and the record-roll is sure to be a popular favorite. 


PIERROT AND PIERRETTE . : 2 ; ; : . Leo Edwards 68626 1.50 


Baarine the sub-title of ‘Valse Exquisite,’’ the ‘‘Pierrot and Pierrette’’ of Leo Edwards is a pretty, 
dainty, and altogether charming little musical dialog in waltz time. Its melody is fresh and sweet 
and beautiful. Its harmony is rich, appealing, and effective. Its rhythm, of exquisitely graceful sway 
and swing, is handled with masterly skill, and the cleverely contrasting sections are as delightful 
as they are highly effective. Miss Pitot’s fine performance of it is imbued with rare grace and charm. 


Renee ey OUs (mtctmezzo-Rococo) . .  . . . . £4Wz.Aletter 68166 1.50 


THE ROBIN’S RETURN Z ‘ , ; : : : Leander Fisher 69256 1.50 


Irs lilting tunefulness and its poetic and picturesque suggestiveness have won for this fanciful and 
attractive salon piece a great and deserved popularity. It is cleverly and skilfully compacted of 
lightly tripping melody, trills and bird-song effects, fine rhythmic swing, effective runs and other 
ornamentation—all enhancing the poetic suggestion of the title: the coming of one of the earliest 
harbingers of spring, the cheery robin. 


ROMANCE IN G, Op. 26 : : . Johan Severin Svendsen 69968 2.00 
(Arranged and Played by Genevieve Pitot) 


ic Norwegian composer Johan Svendsen won his earlier reputation as a virtuoso violinist; and 
this ‘‘Romance in G, Op. 26,”’ is one of his most celebrated pieces for violin and orchestra. It is a 
thing of individualistic and appealing beauty; delightfully melodious, effectively harmonized, with 
just a tinge of Norwegian coloring, and imbued with poetic sensibility. Fritz Kreisler has published 
an edition of this Romance for violin solo, and from this Miss Pitot has made a skilful and effective 
piano arrangement, which she has here recorded beautifully and delightfully. 


ROMANCE (From Violin Concerto in D Minor, Op. 22) Henri Wieniawski 68017 1.75 


SHADOWLAND é f 3 ; : : : 2 Lawrence B. Gilbert 69526 1.50 
SOMEWHERE IN THE WORLD (Song Roll with Words) Nat. D. AvememlO235 0 125 


SONG OF THE SOUL (From ‘‘The Climax’’) (Song Roll with Words) 
Joseph Carl Brett 102915 1.25 


STEPHANIE GAVOTTE, Or.312 . . . . ~~. ~~ Alphons Cxibulka 69746 1.50 


diss prolific Hungarian composer of salon pieces, Alphons Czibulka, is well represented by this 
very pretty and graceful Gavotte, which enjoys a well merited popularity. Here Miss Pitot has re- 
corded it with all of her wonted deftness and verve, setting forth delightfully its “‘catchy’’ melody, 
its clever and colorful harmony, its compelling rhythmic swing, and the several novel and interesting 
touches, turns, and quirks that are particularly characteristic of its composer. 


“THE STUDENT PRINCE”’ SELECTIONS: (1) Introduction; (2) Deep In 
My Heart; (3) Students’ March; (4) Serenade; (5) Drinking Song 
Sigmund Romberg 68879 2.25 
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THREE FRENCH SONGS (Song Roll with Words) ; : 10312859200 
Beau Soir (Evening Fair) . . Claude Debussy 
L’ Adieu du Matin (Farewell at ices ; : Emile Pessard 
L’Heure Exquise (The Enchanted Hour) . . Reynaldo Hahn 


(Arranged and Played by Genevieve Pitot) 


Mass Prror has made a delightful and a unique Duo-Art Song-Roll of these three typical modern 
French songs—each in a sharply differentiated style characteristic of its composer. These are 
finely poetical, beautiful and singable songs, capable of giving great delight to singer and hearer alike. 


VALSECAPRIGES@ray ; : f : A : 3 R. A. Newland 67258 2.00 
VALSE LENTE (Second), Opa23 .  . ©. 3 . .° . Vuctor Dolmetsch fOr 


Wace Dormetscn’s second ‘‘Valse Lente’’ enjoys great popularity, and with good reason, for its 
lightly tripping and beautiful melody is particularly charming, its rhythmic swing is irresistible, 
and its graceful measures abound in fine effects and contrasts. All of these elements have been brought 
out artistically in the captivating performance recorded by Miss Pitot. 


VALSE PETITE, Op 156 ; : ; : : ; Gustav Benkhart 70466 1.50 


Daservepry popular is this very pretty, fresh and charming little salon piece, with its sprightly 
melody, lightly tripping runs, skilful and varied harmonization, and captivating rhythm. It has a 
certain air of distinction of its own, and this Miss Pitot has set forth delightfully in the expert 
and beautiful performance here recorded. 


THE WHISPERING WIND, Op. 38 . .  . Hermann Adolf Wollenhaupt. 69147 1.75 


Ganev Pitot has made a delightful Duo-Art Record of this always popular Mazurka-Caprice, 
in which a pretty melody in Mazurka rhythm is beautifully harmonized and lavishly decorated with 
a profusion of dainty and effective runs, trills, ascending and descending arpeggios, and bright, bell- 
like cadences; and the whole is developed with exciting swing and in varied dynamics and pace. 


POSE COCOSCCOCOSSSESSIGSVSCVVVITES 
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Frances Hall 


RANCES HALL, a gifted young American pianist, 
Fe: born in Erie, Pa., and began her piano lessons 

when five years old. In 1916 she became a pupil 
of Ernest Hutcheson, and in 1920 made her debut in 
Erie as soloist with the New York Philharmonic under 
Josef Stransky. In 1922 she took up the study of harmony, 
theory and composition with Eduard Kileny1, and later 
with Howard Brockway. She gave her first New York 
recital in Aeolian Hall, on October 26, 1922, and has 
since made successful appearances in several leading 
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A Duo-Art Record by Frances Hall 
BROWNIES (Wichtelmannlein), Or. 3, No. 4 . Erich Wolfgang Korngold 68796 1.50 


ly this strikingly original little piece the remarkably precocious young Viennese composer whose 
opera ‘“The Dead City’’ has won success at the Metropolitan as well as throughout Europe, has 
achieved a clever and amusing bit of musical characterization. In it the odd, grotesque, fanciful little 
creatures known as Brownies and their prankish capers are vividly set before us, with skilful use 
of modern harmonies; and the imagination and humor of the thing are captivating. 
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Carolyn Cone “Baldwin 


(rian CONE BALDWIN is an American 


pianist who showed such remarkable musical 

gifts in early childhood that her parents took 
her to Chicago and placed her in charge of the late 
William H. Sherwood. Later her musical education was 
continued under the direction of Mme. Fanny Bloom- 
field-Zeisler until it was decided that she should go to 
Berlin and become a pupil of Rudolph Ganz, with whom 
she studied for four years. At Basle she took a further 
course of training with Ferruccio Busoni. She has played 
in Europe with great success; and returning to her native : : 
land, has given many recitals here and appeared as solo- FAG sc NS AUT SIS 
ist with several of the leading orchestras. Her interpre- 
tations have been widely praised for their authority, originality and high artistic value. 


Duo-Art Records by Carolyn Cone Baldwin 


AIR DE BALLET . p : , ‘ . : : . Victor Herbert 63468 2.00 
A LA BIEN AIMEE ; : \ : : d , : Eduard Schuett 63119 2.25 
DANSE CREOLE, Op. 94. . : ; . Cecile Chaminade 64228 2.00 


DAYBREAK and ANITRA’S DANCE (From ‘“‘Peer Gynt’’ Suite) 
Edvard Hagerup Grieg 60829 2.25 


' AASE’S DEATH and IN THE HALL OF THE MOUNTAIN KING (From 
“Peer Gynt’’ Suite) oe ey oe Edvard Hagerup Grieg 61348 2.00 


NORWEGIAN DANCE, Op. 35, No.2 . . . Edvard Hagerup Grieg 68918 2.00 


Ss captivating Norwegian Dance is one of the most popular of the many piano pieces by Norway's 
greatest composer, Edvard Grieg, and its popularity has been enhanced the world around by many 
professional dancers who have utilized it effectively for exhibitions of picturesque stage dancing. 
Whether an artistic transcription of an old folk-dance or a purely original creation of Grieg’s own, 
it is imbued with typical Norwegian characteristics—with the robustness, ruggedness, and abrupt- 
ness in harmonic changes and the peculiar rhythms and syncopations that distinguish Norwegian 
folk-music from that of other Scandinavian countries—and so is unmistakably nationalistic. At the 
same time it is highly original and spontaneous—a lively, almost capricious dance, with a pretty, 
lilting melody, ravishingly beautiful harmonies (Henry T. Finck once declared that the page con- 
taining these harmonies alone would suffice to make its author immortal), and a dashing rhythmic 
vigor that is remarkable. And these musical elements are handled and blended with the sure skill 
of a master craftsman, as well as a genius in the evocation of wholesome jollity, joyousness, and 
infectious fun and frolic. 


OF BRE’R RABBIT, Op. 61, No. 2 (From Fireside Tales) Edward MacDowell 57377 1.75 


An altogether delightful bit of prankish humor is this charming little piece by America’s foremost 
composer, which is the second in a group of characteristic impressions in tone, called ‘‘Fireside 
Tales.’’ Its bubbling fun is clearly expressed, yet there is a certain dignity about it all and at one 
point an element of dramatic significance is suggested, in its moment of climax. 


OLD LOVE STORY, AN, Or. 61,No.1. . .  . Edward MacDowell 63319 2.25 
POLONAISE, Op. 46, No. 12 ; _ Edward MacDowell 57477 1.75 
_ SERENATA NAPOLITANA begpgih eel 4 W.C. E. Seeboeck 65188 2.00 


nnées de Pélerinage’’) Franz Liszt 57299 2.25 


SONNET 104 OF PETRARCH (From ‘‘A 
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Edna “Bentz 


F sm BENTZ is a young American composer and 


pianist of really noteworthy attainments and en- 

joys the unusual distinction of having won success 
both in recitals of classical and romantic music and in 
the vaudeville field. She received an excellent musical 
training from some of the best teachers of America and 
Europe, among them Busoni and Egon-Petri in Berlin, 
where she was studying when the Great War began. 
Her compositions number more than fifty pieces, and 
range from classical models to the most modern, syn- 
copated dance music. 


Duo-Art Records by Edna Bentz 
OCOWO (indian Boat Song) 1. » « « .« . 4 Edna Benzene 


POMP AND CIRCUMSTANCE (Military March), Op. 39, No. 1 
Sir Edward Elgar 60038 2.00 


Tas is the first of several military marches by England’s most famous living composer, which he 
has grouped together under the general title of ‘‘Pomp and Circumstance.” 

The composer's purpose in planning this series was to treat the soldier's march symphonically— 
to blend the practical and artistic in one by making music that should be in every way adapted for 
marching purposes while not sacrificing any of the qualities required for performance in the concert 
room. That he succeeded in accomplishing that purpose, in the first of the set at least, is abundantly 
demonstrated by a single hearing of this thrilling, uplifting, magnificently moving march; just as a 
single hearing demonstrates also that its author is a great and original genius. After a powerful and 
stirring introduction, the piece breaks into a tune with real snap, first as the main theme or melody, 
and then in the bass. 

A repetition of material used in the introduction (contrary to the usual practice in marches) 
leads to the trio, wherein there is a ‘‘healthy’’ popular tune. The melody is accompanied by a uni- 
form beat, and the whole piece is exceptionally stirring and martial—besides possessing a new and 
original beauty of its own. 


VALSE CAPRICE, Op. 14 . 3 . . +. +.  . . Hans Al Cesck eeeeenOO 


Onz of the most popular pieces ever issued in the form of a Pianola roll is this Valse Caprice by 
Hans Cesek. Its fluent, lilting melody, its ingratiating rhythm, its grace, and its contrasts are so 
brilliantly and dashingly set forth as fairly to captivate every hearer. Despite the apparently suave 
flow of its measures, pianists find it a difficult and a ‘‘catchy’’ piece to play, abounding in un- 
expected turns and quirks that tax the most skilful fingers. 


*eS(0)* «(29+- 
A Duo-Art Record by Mona Bates 
NOTTURNO, Op. 54, No.4 . ; : : . Edvard Hagerup Grieg 70439 2.25 


iets “Notturno’’ (Nocturne) is one of the preeminent gems among Grieg’s hundred-odd Lyric 
Pieces. Its lovely melody and exquisitely dreamy harmonies constitute a delicious little tonal poem 
embodying the very spirit of the brooding calm and mystery of summer night in the North. And 
it is such a Nocturne as no other composer could have written, for it is instinct with Grieg’s own 
individuality. A fine performance of this always delightful Nocturne is here recorded by the accom- 
plished young Canadian pianist, Mona Bates, who has made several successful appearances both 
in recital and with orchestra in the United States as well as in Canada. She has interpreted it with 
sympathetic insight and poetic feeling, while showing a keen sense for dynamic contrasts. 
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‘Kuth ‘Deyo 


UTH DEYO, an American pianist who has 
R achieved remarkable success both at home and 
abroad, was born in New York, and before she 

was three years old began to improvise little tunes at 
the piano. Her early music study was supervised by 
William Mason, and after two years of instruction from 
Edward MacDowell, she went to Europe for further 
study with Busoni, Carenno, and others, and made her 
debut in recital in Berlin. She has frequently appeared 
with most of the leading orchestras, and the critics of two 
continents have hailed her as a remarkably fine pianist. 
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A Duo-Art Record by Ruth Deyo 
WATER-WAGTAIL, Op. 21, No.3 . : ; ; Ree Gyr7l- Score, 6/899 (2.25 


Cyan Scorr’s ““Water-Wagtail”’ is an interesting and attractive little novelty in modern music—a 
pretty, delineative, impressionistic piece, with a tripping melody and odd, irregular rhythms sug- 
gestive of the incessant motion of the volatile little bird after which it is named. An excellent Duo- 
Art Record of it has been made by Ruth Deyo. 


Carol “Robinson 


(ane ROBINSON is an exceptionally able young 


eae PEO DOCOOFISS GHVSVVGVVITTE BEA 


American pianist who has recently been winning 

signal success, both in recitals in many cities and 
as soloist with such leading orchestras as the Boston 
Symphony, the New York Philharmonic, and the Chicago 
Symphony. She was a pupil of Fannie Bloomfield Zeisler 
for several years, and her playing is imbued with artistic 
refinement and individuality as well as brilliance and 
technical mastery. Miss Robinson is a modernist by in- 
clination, though she is equally at home in the classics 
and in modern music. 


Duo-Art Records by Carol Robinson 
Meee eOTIOUR .  . . +. . . . Adbexander L. Stetmert S-31279 2.25 


: 


ETUDES IN F-SHARP MINOR AND C-SHARP MAJOR 
Sergez Bortkizewicz 68890 2.50 


Mass Rostnson has recorded a finely sympathetic and delightful performance of two very interesting 
Studies by Sergei Eduardovitch Bortkiewicz, a modern Russian composer whose work is as yet little 
known in America. The first of these, in F-sharp Minor, has ingratiating melody, a rich play of tonal 
colors in its novel harmonic setting, intriguing and effective cross-rhythms. The Etude in C-sharp 
Major presents a telling contrast, with its tinkling lilt and skilfully differentiated harmony. Both 
ate worth-while examples of fresh new beauty and musical interest. 
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‘Kuth Garland 


UTH GARLAND, who has skilfully arranged 
and brilliantly played for the Duo-Art a series 


of folk-dances of assured popular appeal, is 
pianist and composer at Columbia University, New York 
City. Miss Garland showed remarkable musical aptitude 
in eatly childhood, could play the piano, transpose and 
harmonize when she was barely old enough to talk, and 
at the age of seven appeared in a public concert in 
Syracuse, N. Y. Offers of scholarships in the music de- 
partments of Syracuse University and the Boston Con- 
servatory followed; and Edward MacDowell was so 
impressed with her ability and promise that he offered 
to direct her musical education. Miss Garland studied 
with MacDowell until shortly before his death. In recent years, besides engaging in concert 
work, Miss Garland has produced a great deal of music for physical culture work, and her 
‘‘Rhythms for Dance Instruction’’ are now used in several State universities and hundreds 
of schools throughout the country. 


Duo-Art Records by Ruth Garland 
AMERICAN CLOG DANCES: (1) There Was an Old Man; (2) Swanee; 


(3) Reuben Taps; (4) Dixie (Arranged by Ruth Garland). . 68808 2.00 
IRISH CLOG DANCES: Irish Jig; Irish Waltz Clog; Michael; Irish Taps 
(Arranged by Ruth Garland). . .  . ro) ae ae 68638 2.00 
-2SQ)* *©rro- 


Marghee Knaffl 


ARGHEE KNAFFL is a young American pianist who has specialized with note- 

\ / worthy success in the playing of old favorite songs of by-gone days. She has made 

several fine Duo-Art Rolls of these songs which are a surprising revelation of how 

such songs should be played, restoring the pristine freshness and simplicity of their enduring 

beauty. Miss Knaffl was born in Knoxville, Tennessee. When only four years old she aston- 

ished her parents by playing simply but perfectly one of the old songs, and at nine years one 

of her own little compositions was played in concert with much approval. She has devoted 

several years to the study of the old songs, and she has transposed and plays them with 
originality and understanding. 


Duo-Art Records by Marghee Knaffl 


ANNIE LAURIE (Cong Roll with Words) - . . . Lady John Scott VOVSapeee25 
HOME, SWEET HOME (Song Roll with Words) . Szr Henry R. Bishop 101125 1.25 
LAST ROSE OF SUMMER (Song Roll with Words). Thomas Moore 101285 1.25 


LOVE’S OLD SWEET SONG (Song Roll with Words) 
James Lyman Malloy 101515 1.25 


OLD BLACK JOE (Song Roll with Words) . . Stephen Collins Foster 101205 1.25 
ROCK-A-BYE BABY Gong Roll-with Words) . «-. . —. « (EQURRSRIE25 
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HEN Elly Ney made her American debut, in 

the late autumn of 1921, she came as a mature 

artist who had already enjoyed more than a 
decade of signal success as a virtuoso pianist in the 
capitals of Europe. She was born in Bonn, the birthplace 
of Beethoven, and from her earliest years showed a 
passionate devotion to music. At the age of ten years 
she won a scholarship in one of the largest conservatories 
in Germany, the rule of which concerning the pupils’ 
age limit was suspended to permit her entrance; and six 
yeats later she captured the coveted Mendelssohn Prize ia ue 
—a grand piano—in a competition of which Joseph ggseue?- Seu Petey 
Joachim, the famous violinist, was one of the judges. 
This marked the beginning of her fame in Germany, and a little later she went to Vienna 
to complete her studies with Leschetizky, under whose guidance she remained for some time. 

In the United States Mme. Ney has repeated her European successes, the critics hailing 

her as a poet of the keyboard, with a broad and solid technical equipment and a sure sense 
for beauty of tone and of phrase. 


Duo-Art Records by Elly Ney 


ETUDE IN C MINOR, Op. 10, No. 12 (Revolutionary Etude)— 
Frederic Francois Chopin 65820 2.50 


Now the young eagle begins to face the sun, begins to mount on wind-weaving pinions,’’ wrote 
James Huneker when he came to this magnificent Etude in C Minor, the last Study of Opus 10. *‘Four 
pages suffice for a background upon which the composer has flung with overwhelming fury the dark- 
est, the most demoniac expression of his nature. Here is no veiled surmise, no smothered rage, but all 
sweeps along in tornadic passion. It is one of the greatest dramatic outbursts in piano literature. 
Great in outline, pride, force and velocity, it never relaxes its grim grip from the first shrill dissonance 
to the overwhelming chordal close. This end rings out like the crack of creation. It is elemental. 
Kullak calls it a ‘bravura study of the very highest order for the left hand. It was composed in 1831 
in Stuttgart, shortly after Chopin had received tidings of the taking of Warsaw by the Russians, 
September 8, 1831.’ ”’ 


MOMENT MUSICAL, Op. 94, No.2 . Paar §.. . Franz Schubert 65200 2.50 
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; Frances Nash 


RANCES NASH is a young American pianist, born in the Middle-West of Franco- 

American parentage, who began to show her possession of musical talent when five 

years old. She pursued her piano studies both in this country and in Europe, where in 
1914 she had appeared successfully with the Berlin and Dresden Philharmonic Societies and 
was well started on a European concert tour, when the outbreak of the Great War com- 
pelled her sudden return to the United States. Here she has since appeared with all the great 
American orchestras and has won wide public acclaim. 


A Duo-Art Record by Frances Nash 
MAY NIGHT . 7 Selim Palmgren 62689 2.25 
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Sally Hamlin 


Sse HAMLIN is another young American artist 


—a great grand-daughter of Hannibal Hamlin, Vice- 

President of the United States during Lincoln’s first 
administration. She has won enviable success in unique 
programs in the three-fold capacity of pianist, reciter, 
and interpretative dancer. 


Duo-Art Records by Sally E Hamlin 


DANSE AMERICAINE. .- . . . . +. . . Dent Mowrey Gio 


KALEIDOSCOPE, Op. 18: The Rocking-Horse; The Hurdy-Gurdy Man; 
The Old Musical-Box; Punch and Judy Show; Lament to a Departed 
Doll; March of the Wooden Soldier . . Eugene Goossens . 67508 2.00 


Duo-Art Records by Daisy Hoffman 


CHANSON PROVENCALE as ae Soprano or Tenor, 
in E-flat) Mee hee ile: Eva Dell’ Acqua 12725-S 1.25 


THE: FAIRY TALE RECITES AN EPILOG) Orn 3 Nome, 
Erich Wolfgang Korngold 70407 1.75 


(nes Korncoip’s Opus 3, one of his earliest published works (composed before he was 14), 
comprises seven piano pieces grouped under the name of ‘‘Fairy Pictures’’—including such titles 
as ‘‘The Enchanted Princess,’’ ‘“The Brownies,’’ ‘‘The Fairy King’s Ball,’’ and the like, and ending 
with ‘‘The Fairy Tale Recites an Epilog.’’ This is a remarkable bit of music, with nothing about 
it to indicate that it was composed by a child. Its melody is original and distinctive; its harmony 
contains touches new and beautiful, and these elements are handled and combined with a mature 
skill that is amazing. Withal, the piece is highly imaginative, picturesque, and delightful. 


LOVELY CELIA (Song Accompaniment). . . . <A. Lane Wilson 11> 
MIMI’S SONG, ‘‘THEY CALL ME MIMI,”’ (From ‘‘La Boheme,” Act. D 

(Song Accompaniment, SopranoinD) . . Giacomo Puccini 12206-S 1.50 
MINUWETUIN Goeee 0 a) ek ee ee Ludwig van Beethoven S-31498 2.00 
NOCTURNE IN B MAJOR, Op. 32, No.1 . = Frederic Francois Chopin 70088 2.00 


Axrnoucs strangely neglected by many pianists, this comparatively simple and very attractive 
piece is yet one of the most dramatic among all of Chopin’s Nocturnes. It begins dreamily, tenderly, 
like an enchanting recital of a blissful love story. It ends in stark tragedy—with a stormy coda that 
brings a startling contrast to its mellifluous beginning. Edward Baxter Perry declares this Nocturne a 
musical epitome of the typical old Venetian tale immortalized by Robert Browning in his exquisite 
little lyrical tragedy, * ‘In a Gondola.”’ This tells of two high-spirited lovers who have stolen away 
in a gondola in spite of a jealous and watchful ‘Three’; ; of their brief hour of happiness, and of the 
sudden vengeance of the Three. The first theme of the Nocturne might well suggest the scene in the 
gondola, with its softly swaying motion, while the melodic phrases embody the happiness of the 
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Daisy Horrman—continued 


lovers as if in a low, sweet song. The second theme is somewhat more intense, though still subdued, 
telling of greater passion and also of deeper sadness, half hinting a foreboding of coming disaster. 
The last measures of the lyric melody, filled with lingering sweetness, are like a parting kiss. Then 
suddenly, brutally, with crashing notes in the bass, the spell is broken. Deathenters, swiftly, mightily, 
and snatches his victim from the arms of love. 

Daisy Hoffman’s recorded interpretation of this fine Nocturne conveys skilfully and artistically 
both its ethereal beauty and its dramatic power. 


OVER THE STEPPE, Op. 5, No. 1 (Song Accompaniment, Soprano, 
Peviyor wee CC A. T. Gretchaninoff 12686-S 1.50 


SYLVELIN, Op. 55, No. 1 (Song Accompaniment, Soprano, A Minor) 
Christian Sinding 12636-S 1.50 


VALSE-DANSE HUMORESQUE, Op. 12, No. 2 . Sigismund Stojowski 68717 175 


Saee Stojowsx1's ‘‘Valse-Danse Humoresque’’ is a captivating concert waltz of individuality 
and masterly construction; and Daisy Hoffman has set forth very attractively its delightful, tricksy 
melody, its rich and color-flashing harmony, and its ingratiating rhythmic swing and variety of pace. 


YE WHO HAVE YEARNED ALONE (Song Accompaniment, Soprano, 
D-flat) . + ges saree eee P. I. Tchaikovsky 12506-S 1.50 
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Daisy Nellis 


AISY NELLIS is a young American pianist of undoubted endowments and much 
promise, whose home is in Kansas City. For several years she has been under the 
tutelage of Rudolph Ganz. 


Duo-Art Records by Daisy Nellis 
FROM THE CARNIVAL, Op. 19, No.3. . . Edvard Hagerup Grieg 60408 2.00 


1 collective title of Grieg’s Opus 19 is “‘Sketches of Norwegian Life, for Pianoforte,’’ and in 
this brilliant set of pieces he pictured the life of his native land as perhaps no composer had ever done 
before. ‘‘From the Carnival,’ for instance, sets before the hearer a typical Norwegian scene. It is a 
brilliantly descriptive, colorful piece of writing, with odd effects of harmony, working up to a wild 
revel at the end. 


SERENADE . : : ‘ : 4 : ; ; ; . Schubert-Liszt 59526 1.50 


TURKISH MARCH (Alla Turca) (From Sonata in A Major) 
Wolfgang Amadeus Mozart 62288 2.00 


Ix is always like meeting an old and dear friend to hear anew this Turkish March from Mozart's 
early Sonata in A Major, with its familiar theme, its sturdy yet graceful rhythm, its feeling of sun- 
shine and a-good-breeze-blowing, and its glorious simplicity. Mozart was perhaps the most spon- 
taneous musical genius who ever lived, and this march is filled with his characteristic spontaneity, 
grace, simplicity, and refreshing beauty. 


“gee tC<‘“‘i‘“CS;.CW®!;:CtC te! John Mokreis 59498 2.00 


Fars is a very appealing and deservedly popular concert waltz by John Mokrejs, a modern Hun- 
garian composer. It is compounded equally of unmistakably Hungarian elements and of large indi- 
vidualistic skill in their handling, and isa brilliant piece of writing. Its scintillating runs, mounting 
to crashing chords, and its decisive yet graceful rhythm leave with theshearer an unforgettable im- 
press of novelty and pleasure. 

-{349 


DUO-ART PIANO MUSIC 


kK a Nez == — — = 
28 aT 


es 


Pauline Haggard 


Prrrsive HAGGARD isa young American pianist, 


a native of Kansas City, and a pupil of Moissaye 
Boguslawski. She gave her first recital when thir- 
teen years old, and has since won many successes in both 
the East and the West on concert platform and stage. 


Duo-Art Records by 
Pauline Haggard 


IL BACIO (The Kiss), Waltz (Song Roll with Words) . . Luigi Arditi 101846 1.5 


Pavume Hacearn has recorded a delightfully sparkling performance of that perennial favorite, 
“Tl Bacio’’ (‘The Kiss’’), Waltz-Song by Luigi Arditi, the Italian opera conductor (1822-1903), who 
presided over the performances of opera when the old Academy of Music in New York was opened 
in 1854. 


CONVERSATION ...°-:. . . . . |. « Gabriel Marie GSAS 


jah veRY pretty salon piece that is genuinely and deservedly popular by reason of its lilting melody, 
its clever harmony and deft ornamentation, Gabriel Marie’s ‘‘Conversation’’ is also happily named, 
for its alternations of brisk swinging measures and slower, more frankly sentimental sections have the 
attractiveness of intimate and sparkling dialogue. 


050) *©ro- 


Ina Warwick Polson 


HE following named hymns, religious songs, and favorite old songs constitute a 
group of fine Duo-Art Records with the words of the song printed on the music-roll 
in each instance. These songs have been recorded with finished art and skill by Miss 

Ina Warwick Polson, an accomplished pianist and organist, of Winnipeg, Manitoba. 


Duo-Art Records by Ina Warwick Polson 


BONNIE DOON—AULD LANG SYNE ...._.._..._- Old Scottish Airs 100617 1.75 


COME, YE THANKFUL PEOPLE, COME (Thanksgiving Hymn) 
G. ]. Elvey YOOSTsmeT-25 


GOD. BE’ WITH, YOU TILL WE, MEEIVAGAIN : . W.G. Tomer 100887 1.75 
HE LEADETH ME (Three Stanzas) . . . . . ..W. B. Bradbury 1OQGHEIe > 
I NEED THEE EVERY HOUR CThree Stanzas) . . . #%&R..Lowry 1003 semeeIe2) 
IT CAME UPON THE MIDNIGHT CLEAR. . . . RS. Willis JOO3RSeIE2 > 
JESUS CHRIST IS RISEN TODAY . .... ..— ..._. (Traditional) 100895 1.25 
LAST ROSEOF SUMMER (Irish Melody )—ANNIE LAURIE Lady John Scott 100597 1.75 
RECESSIONAL IN D MAJOR (Alto or Baritone) . Reginald de Koven 100656 1.50 
SAVIOUR, AGAIN A IILyY DEA RCNA Mii oa E. J. Hopkins 100715 1.25 
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Duo-Art Records by Elva Faeth Rider 
APRIL, MY APRIL (Song Accompaniment, Alto or Bass) Harold Vincent 12146-S 


BIRD OF LOVE DIVINE (Song Accompaniment; Low Voice, E-flat) 
Haydn Wood 12448-S 


THE BIRTH OF MORN (Dawn) (Song Accompaniment, B-flat) 
Franco Leont 12765-S 


CHARITY (Song Accompaniment, Low Voice) . . Richard Hageman 12246-S 
THE CRAP SHOOTERS (From Five American Dances) Eastwood Lane 69338 


eS Crap SHooters,’’ one of Eastwood Lane’s ‘‘Five American Dances,’’ is an immensely clever 
and delightful bit of novel American music. Compacted of lilting and ‘‘catchy’’ melody, colorful and 
appropriate harmonies, and a peculiar insistent jigging rhythm, deftly combined with a liberal dash 
of twinkling humor, it conjures up an easily recognizable picture. Elva Faeth Rider has played it 
charmingly and with effective variations of pace. 


END OF THE LESSON DUETS, Nos. 1 to 6—March of the Knights; The 
Little Colleen; Fireside Folk-Song; In the Moonlit Garden; At 
Sunset; The Magician’s Cave. (Second Part Only) Theodora Dutton 70638 
THE FUTURE STILL SHINES BRIGHTLY (Plighted Faith)—Recitative 
and Cavatina alla Polacca Soi mee jeerrom. Linda, di 


Chamounix”’ Gaetano Donizetti 12975-S 
THE GIPSIES (Soprano and Alto Duet, in ©) a Johannes Brahms 12918-S 
GLORIA (Hymn Accompaniment in B-flat) . . . Buzzi-Peccta 12676-S 
I LOOK INTO YOUR GARDEN aan jane Tenor in 

A-flat) eet . : Haydn Wood 12466-S 
JOY (Song Accompaniment, rae) ane” Beatrice MacGowan Scott 12736-S 


KEEP ON HOPIN’ (Song Accompaniment, E-flat) Kathleen Heron-Maxwell 12746-S 


MINIATURE DUETS FOR TEACHER AND PUPIL: (1) The Waltzing 
Mice; (2) Night Song; (3) The Merry-Go-Round; (4) The Voyage 
of the Rocking Chair; (5) The Gypsies (Piano Teaching Series) 

Jessie L. Gaynor 9068 


MY LOVELY CELIA (Song Accompaniment for Tenor) . Giles Higgins 12696-S 
_ NURSERY RHYMES (Accompaniment Roll, G, High Voice) Pearl G. Curran 12215-S 


THE SLUMBER BOAT and THE LAND OF NOD (Accompaniment Roll) 
Jessie L. Gaynor 12628-S 


TAMBOURIN CHINOIS (Violin Accompaniment) ’ Fritz Kreisler 12546 
TREES (Song Accompaniment, Low Voice) . .  . Oscar Rasbach 12186-S 
TROIKA (Sleighbells) 11 ae a ee Peter [lich Tchatkovsky S-31438 


WITH VERDURE CLAD (From ‘“‘The Creation’’) (Accompaniment, 
B-flat, High Voice) eee A eet esc Josef Haydn 12367-S 
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ARION ROUS was born in Baltimore, and be- 

\ /| gan her piano studies at the Peabody Con- 
servatory, from which she received a diploma 

in 1905. After two years in Italy and Germany, in the 
course of which she studied with Stavenhagen and Sophie 
Menter, she returned to Baltimore in 1907 and became 
a member of the staff of the Peabody Conservatory, also 
studying with Ernest Hutcheson. She remained there 
until 1917, with the exception of the winter of 1912- 
1913, which she spent in Montgomery, Ala., and in 
giving numerous recitals throughout the South and East. 
In 1917 she became head of the piano department of 
Rollins College Conservatory at Winter Park, Fla., re- 


i 
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maining there until 1922, since when she has been director of the Greenwich House Music 
Settlement, New York. Meanwhile Miss Rous had made a special study of ultra-modern 
music, and her lecture-recitals on this music have been remarkably successful throughout 


the country. 


A Duo-Art Record by Marion Rous 


IN AN IRISH JAUNTING-CAR . 


Karseyn Wartrietp’s ‘In An Irish Jaunting-Car”’ is a whimsical, mirthful and delightful musical 
skit, in the form known as an Impromptu, cleverly suggesting by its alternating frisky sections and 
sedately slower parts the reputed tricksy nature of Ireland’s popular two-wheeled conveyance. This 


attractive novelty is here delightfully played by Marion Rous. 
=e5(0)* «Oro 


Duo-Art Records by Fanny Votey Rogers 


ALP-MAID’S DREAM CIdyl), Op. 45 . 68 Neen Osepe eave ey 
ETUDE DE CONCERT IN A-FLAT, Op. 19, No. 5 Edouard Poldini 
FONTAINE SLAW Opa34 : : ‘ : : Charles Lysberg 
FORGET ME NOT (Intermezzo) jf (ae ee Allan Macbeth 
I CANNOT SING THE OLD SONGS and MOTHER’S OLD RED SHAWL 

(Song Roll with Words) . . .'* . Clartbel C. Mouland 
NEATDEN'S PRAYER LEE i ee eke Badan 


VALSE LUCILE, Op. 85, No. 1 . _ Rudolf Friml 


4 352 } 


63129 
66417 
63487 


63038 


100766 
63878 


64517 


Kathryn T. Whitfield 67385 1.25 
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Lillzan Seller 


ILLIAN SELLER was born in Boston, but was 


educated in the West, where she has won an envi- 

able reputation as both a pianist and a singer. 
She began playing the piano when six years old, and § 
later received a thorough training in piano at Baylor §- =I 
College, Texas, and at the Horner Institute of Fine Arts, - : 
Kansas City, Mo. She studied singing with Archibald 
Bailey, a pupil of Jean DeReszke and Oscar Seagle. She 
has been engaged in concert work in the West for several 
years with constantly growing success and popularity. 
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Duo-Art Records by Lillian Seller 
CRADLE SONG (Accompaniment, Medium Voice in E-flat) Fritz Kreisler 11878 2.00 


HONEY CHILE (Song Accompaniment, Low Voice in E-flat) 
Charles Huerter 12096-S 1.50 


MAH LINDY LOU (Song Accompaniment, C Major) Lily Strickland 11995-S . 1.25 


OH, LORD BE MERCIFUL, Op. 96 ue Accompaniment, C Major, 
Mezz.-Sop. or Baritone)... peal; Homer N. Bartlett 12006-S_ 1.50 


YOU'RE JUST A FLOWER FROM AN OLD BOUQUET (Song Roll 
with Words) . . ‘ : ; R , Lucien Denni 102265 1.25 


DANNY BOY (Song Accompaniment, Soprano in F) 
Frederick E. Weatherly 11586 150 


GOD TOUCHED THE ROSE (Song Accompaniment, Contralto) 
Mary Helen Brown 11706 1.50 


~HOMING (Song Accompaniment, Soprano,inC) . . Marie Del Riego 11606 1.50 


LITTLE OLD GARDEN, THE (Song Accompaniment, Soprano in A-flat, 
Meemviolin Obbligato). . . . #. «. Thomas J]. Hewitt 11686 1.50 


MORNING (Song Accompaniment, Soprano in D Minor) . Oley Speaks 11626 1.50 


SHEPHERDS OF THE MOUNTAINS, THE oad Accompaniment, 
BO ate yet as 5i, Kurt Schindler 11696 1.50 


SITTIN’ THINKIN’ (The Old mae s Song), See Accompaniment, 
Contralto in D-flat) ; Howard Fisher 11726 1.50 
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Eleanor Shaw 


F cisens SHAW, a young American pianist of 


distinguished ability, was born in the far North- 

west and has received her musical training in the 
United States and France, under Isidor Philipp of the 
Conservatoire of Paris. In New York for several years 
she was a pupil of Frank LaForge and Ernesto Berumen. 
She has made successful tours of the country both as 
piano soloist and as accompanist for several eminent 
singers. 


Duo-Arvt Records by Eleanor Shaw es ay, 
THE BRITISH GRENADIERS (Medium Voice in G) ca aa 
Roll with Words) . : : : Old English Song 11247-S 1.75 
LL SING THEE SONGS OF ARABY laevis in A-flat) (Accompani- 
ment Roll) aks : Frederic Clay 10487-S 1.75 


LOVE'S IN MY HEART (ones in B ccna Roll) 
| R. Huntington Woodman 10776-S_ 1.50 
MAMMY’S SONG (Soprano in A-flat) (Accompaniment Roll) | 
Harriet Ware 10307-S_ 1.75 
O COME WITH ME IN THE SUMMER NIGHT, Op. 21, No. 2 Goprano 


in E-flat) (Accompaniment Roll) : . Frank van der Stucken 10807-S_ 1.75 
ON THE ROAD TO MANDALAY ee in E- Hep (Accompaniment 

Roll) tuck ceaete ee .  . Oley Speaks lO73ieeeeIs75 
ON WINGS OF SONG . ; : : Mendelssohn-Liszt 60938 2.00 
ROMANCE [ : f ‘ Frank LaForge 60867 LETS 
SONG OF THANKSGIVING = Coons in D Wines (Accompaniment 

Rolla : ‘ : . Frances Allitsen 10185-S 1.25 
STAR, THE (Soprano in D-flat) cere nen Roll) James H. Rogers 10208-S 2.00 
THE STAR (Key, D-flat) Song Roll with Words) . _ james H. Rogers 102563RRE2.00 
VALSEOIN. A-BU AT Orw20 = No. aa ae Genarit Korganoff 62928 2.00 


Herma Menth 


ERMA MENTH is a native of Vienna and a graduate of the Imperial Conservatory 
H of Music in that capital, where she was under the especial tutelage of Franz Zott- 

mann and Emil Sauer and where she carried off the highest honors. Later she com- 
pleted her pianoforte studies with Ferruccio Busoni. 


Duo-Art Records by Herma iene 
ROMANCE. IN E-FEAT.Op: 44. Nowa. & Anton Gregor Rubinstein 61158 2.00 
SOUS BOIS Gn the Woods), Op.6 ° . . . . . . V«ctor Staub 5954575 
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Constance Mering 


HE exceptionally gifted young American pianist, Constance Mering, was born near 
Sacramento, California, and comes of a musical family. Her mother was a successful 
concert singer, and hoped that her daughter would also become a singer; but her 
talent was for the piano, which she began to study and play in early childhood. As soon as 
she was old enough to be admitted she went to the University of California, where her 
studies included harmony and counterpoint; she also continued her piano studies with Tina 
Lerner in San Francisco. Then she came to New York and became a piano pupil of Frank 
LaForge and of Josef Lhevinne. In the season of 1924-5 she was appointed pianist-coach of 
the ballet at the Metropolitan Opera House. In 1925-6 she made successful concert tours in 
California and other Pacific Coast States. Miss Mering records her playing only for the Duo- 
Art Piano. 


Duo-Art Records by Constance Mering 
(See also Supplementary Catalog of Dance Music) 


BADINAGE ; } : : : : ; : : : Victor Herbert 70777 1.75 


As he intended its title to indicate, this ‘‘Badinage’’ is a light-hearted, blithe and debonair piano 
piece, bearing the stamp of Herbert’s friendly personality and abounding in capricious grace and 
charm. Its peculiar grace inheres no less in its dainty rhythm with its coy hesitations and changes of 
pace than in the winning simplicity of its melody, which characterizes the opening section and at 
once establishes its mood of arch playfulness. This first section is followed by a more martial part 
affording a neat and telling contrast, and then the piece concludes with a repetition of the first 
section and a deliciously graceful coda. 


_ SIMPLE AVEU (Simple Confession), Or. 25. (Song without Words) 
Francis Thomé 70627 1.75 


Arnoucn Francis Thomé composed many works which had their hours of success on the Paris 
stage, as well as some meritorious choral works, his name is known to the English-speaking world 
chiefly by his popular Song Without Words, ‘‘Simple Confession.’’ This piano piece, in his refined 
and characteristic style, is as simple as its title indicates, and as genuine in feeling. Its profoundly 
sincere, almost poignant, melody is fittingly chanted in the bass, to a rather staccato accompani- 
ment, first in the middle register and then in the treble, and the whole is movingly beautiful in its 
pure simplicity. Constance Mering has recorded a sincerely felt and delicately executed interpreta- 
tion of this old favorite of enduring appeal. 


VALSE IN A MAJOR, Op. 2 MMA S oes. 2 | (te Mischa Levitzki 69758 2.00 


ive excellent example of the modern Concert Valse is this charmingly melodious and very graceful 
piece by the young Russian pianist-composer Mischa Levitzki. In its measures expressive melody, 
varied and effective harmony, contrasting light and shade, and good command of rhythm are nicely 
joined together and skilfully employed for artistic ends. A very attractive Duo-Art Record has been 
made of it by Miss Mering, who has played it deftly and with full appreciation of its grace and 
charm. 


VALSE COQUETTE, Op. 77, No. 3 (From Japanese Ballet, ‘‘O Mitake San’’) 
Rudolf Friml 69618 2.00 


ik would be hard to find a more captivating little waltz more expertly and charmingly played than 
this fine Duo-Art Record by Constance Mering which fairly brings alive the ‘‘Valse Coquette’ of the 
inimitable and irresistible Rudolf Friml. This is the last of a set of three piano pieces arranged by the 
composer himself from the orchestral score of his pretty Japanese ballet “‘O Mitake San.’’ Its sugges- 
tion of the Orient is slight, but its charming melody, of Friml’s distinctive and individualistic 
quality, is accompanied by delightful harmonies with just a tinge of exotic color that is nicely effec- 
tive. 


-4355 


DUO-ART PIANO MUSIC 


Phyllzs Fergus 


ECITING or reading verse to music is a form of 
R entertainment capable of giving much pleasure, 
and has long been popular wherever a reciter 
has been able to enlist the co-operation of a pianist, 
or has been sufficiently accomplished to play a piano 
accompaniment. Neither of these erstwhile requisites is 
any longer necessary, for the Duo-Art Piano has come 
to the elocutionist’s aid. 

Phyllis Fergus has not only won celebrity for her 
readings to music, but has also composed a large number 
of musical settings to story poems for recitation. Several 
of these delightful little pieces have been recorded for 
the Duo-Art Piano by the composer herself; and each 


5 


has the words of the poem printed on the music roll. Phyllis Fergus was born in Chicago, 


and is a graduate of Smith College. 


Duo-Art Records by Phyllis Fergus 
Musical Settings to Story Poems for Recitation 


THE DARK (Little Girl; Little Boy); LIE AWAKE SONG; KIDS; THE 


WOODPECKER Gwith Words) . . . . Phyllis Fergus 
DAY DREAMS (with Words) 

(Alto Speaking Voice, lst and 2nd Violins) Phyllis Fergus 
THE HIGHWAYMAN (Dramatic Reading with Music) Phyllis Fergus 
THE OLD > CHEST UPSTAIRS (Gvithe Words) ae Phyllis Fergus 
ONE, TWO, THREE; SOAP; SUGAR-PLUM TREE; WHY? 

(with Words) 3 0 Phyllis Fergus 
A SERENADE Gone Accompaniment) ays) ae Phyllis Fergus 
TREES a ee: a> Ses Phyllis Fergus 
TWENTY-THIRD PSALM: “‘The Lord Is My Shepherd” 

(Religious Reading) = ae De TAO da, 

eS) *Oro- 


Duo-Art Records by Irene Di Giovanni 


A DREAM (Song Roll with Words) .  . =. ~—.— James Carroll Bartlett 
EVENTIDE ake a . . Charles Huerter 


FLOW GENTLY, SWEET-AFION N (Song | Roll with Words) 
James E. Spilman 


MARCHETA (Mexican Love Song with Words) Victor Schertzinger 

Lid PS we ee Wee, TM a Walter Miles 

WOODLAND: GENES see bee | ee H. Wakefield Smith 
-{ 356 F- 


1240-4-S 3.00 


12418-S 2.00 
1278-8-S 4.00 


12348-S 2.00 


1235-4-S_ 3.00 
12648-S 2.00 
12588-S 2.00 


12838-S 2.00 


101165 
65368 


101275 
101145 


65467 
65358 


25 
2.00 


«ea 
i25 
bef 
2.00 


INTERPRETERS LIST 


Duo-Art Records by Elena de Marco 
AVE MARIA, Op. 52, No. 6 Se a by eae Wilhelmj) (Violin 


Accompaniment) . . Franz Schubert 
DeeetereGYPITEN (Suite No.1). . .-. Alexandre Luigini 
BELIEVE ME IF ALL THOSE ENDEARING YOUNG CHARMS (with 

Words) ee Mee deme hs  : Thomas Moore 
O SOLE MIO (My Sun) (with Le elt Eo Eduardo di Capua 
Eee ErS (Sparks), Op. 36,.No.6 . . . Moritz Moszkowski 


Duo-Art Records by Corinne Wolersen 
ALL FOR YOU (From ‘Four Dedications’ 2 (Song Accompaniment, 
Medium Voice) ‘oe Easthope Martin 
CALL ME NO MORE (Song Fe Medium Voice) 
Charles Wakefield Cadman 
PAPE RING DUSK, THE, Op. 45, No. 1 eee Accompaniment, High 
Voice in A-flat Marton) A. Walter Kramer 
I WEPT, BELOVED, AS I DREAMED ai ai pone en réve) (Song Roll 
in D-sharp Minor). ee) Geortes Live 


SOMEBODY LOVES ME (Song beeen erate High Voice) 


W. Ralph Cox 
-eS(@)s *“©xa- 


Duo-Art Records by Helen Norfleet 


Chamber Music (Piano Parts for Trios) 


BOURREE FROM VIOLIN SONATA, No. 2 . Johann Sebastian Bach 
RONDO, ALLA TURCA (From Trio, Op. 22) er NG Linzi) 
Graeme Or. 50, No.5 . . : Burmester-Sinding 
MENUETTO, Op. 14, No. 2 ‘ : ; . .  Hakon Borresen 
iteemenoel. Ficst Movement: Andante . . . . Josef Haydn 
TRIO, No. 1. Second Movement: Poco Adagio; Third Movement: Rondo 

all’ Ongarese (Gypsy Rondo) Ne RR ae Josef Haydn 


TRIgw io, 1, IN D MINOR, Op. 49, Second Movement: Andante 
Felix Mendelssohn-Bartholdy 


TRIO No. 1, IN D MINOR, Ob. 49, Third Movement: Scherzo 
Felix Mendelssohn-Bartholdy 


-25(0)* «Oro 
A Duo-Art Record by Helen Mennig 
MOMENT MUSICAL, Op. 94, No. 2 3 : 4 . . Franz Schubert 
++28(0)* «Oro 


A Duo-Art Record by Anne Stratton-Miller 


~ MAY MAGIC (Song Accompaniment, High Voice in E-flat) 
Anne Stratton-Mziller 
-{ 357 


10906 
65758 


101425 
101325 
S-30668 


11096 


11146 


11666 


11235-S 


11646 


} 67498 


\ 67148 


67158 


67268 


67278 


67398 


70429 


12235-S 


1.50 


1.50 


L500 


1.25 
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2.00 


2.00 


2.00 


2.00 


2.00 


2.00 
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DUO-ART PIANO MUSIC 
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Duo-Art Records by Margaret and Dorothy Gillette 


COUNTRY DANGEVOreCa Nowa : : : . Ethelbert Nevin 
VALSE GAPRICE. Orr 6, No. 1d , : . Ethelbert Nevin 


-2$(0)* *©rro- 


Duo-Art Records by Hazel Gertrude Kinscella 


Piano Teaching Series 


DING DONG BEE. ; ; Hazel Gertrude Kinscella 
TEN LITTLE PIECES, Nos. 6'to 10: At Twilight; Marching On; Playing 
Jag; Ghostss Lullaby = 5 eee Hazel Gertrude Kinscella 


TEN TINY TUNES, Nosx1 to 5: The Clock; "ArithesParty sl iesy diac. 
Band; By Candlelight; With Dancing Step Hazel Gertrude Kinscella 


-25(0)+ *©ro- 
Duo-Art Records by Vera Eakin 
THE FALSE PROPHET (Song Accompaniment) . . . john P. Scot 
PALE MOON (Song Accompaniment) . . . Frederic Knight Logan 
SYLVIA Gong Accompaniment, G Major) 255 29 see) yn pe 
LITTLE DAMOZEL, THE (Song Accompaniment, High Voice, in G) 
Ivor Novello 
--e$(0)* *©rro- 


Duo-Art Records by Dorothy Gaynor Blake 
DANCES AND GAMES FOR CHILDREN: The Bears; The Dragon Fly; 
‘hes Winds line steams Garces ie Gaynor 


FOUND IN GRANDMOTHER'S ATTIC: Grandmother's Slippers; The 
Cradle; The Clock; The Spinning Wheel; The Guitar Gaynor 


SELECTIONS FROM SECOND MELODY BOOK: The Piper; May Dance; 
March of the Elves; Hide and Seek; Military March . . Blake 


-e$(O)+ *©rro- 
Duo-Art Records by Elizabeth Quaile 


SELECTIONS FROM FIRST DUET BOOK FOR THE PIANO: Roll No. 1. 
London Bridge is Falling Down; Now the Sun is Sinking; There 
Was an Old Woman as I’ve Heard Tell; Plaisir d Amour; Joseph 


Atle NAAT youn) ee _. Diller and Quaile 
SELECTIONS FROM THE FIRST DUET BOOK FOR THE PIANO: Roll 
No. 2 Pe ee ee rd BE iat 

-2S(0)* *(Oyro- 


A Duo-Art Record by Margaret McClure Stitt 


LULLABY (Song Roll with Words) .  . Margaret McClure Stitt 
-{ 358 F- 


63479 
64139 


11407 
11356 
12716-5 


11676 


66198 


66118 


66288 


66058 


65959 


101435 


2.00 


2.00 


2.00 


175 
1.50 
1:50 


1.50 


2.00 


2.00 


2.00 


2.00 


2225 


1.25 


INTERPRETERS LIST 


Duo-Avt Records by Caroma Winn 
Children’s Song-Play Series 


ins little dances, or Singing Games, have been arranged to old and well known songs so that the 
children may sing as they dance. This is characteristic of many of the country- or folk-dances of other 
nations; Sweden in particular having many such dance-and-song combinations. For the making of 
the Duo-Art Records performances of all of these dances were directed by their author, Mary Wol- 
laston Wood, Director of Physical Training in the New York Training School for Teachers, who has 
recently published a second volume of them entitled “‘New Song Plays to Old Tunes’ (New York: 
A.S. Barnes & Co.). These Singing Games are not meant to be interpretative of the songs to any great 
extent, but as play-forms they will be found to fill a want long felt by those having in their charge 
children, and particularly girls, between the ages of ten and fifteen; because in physical education the 
emphasis is now placed less on formal gymnastics, and more and more on the natural or big muscle 
play-activities; the basic idea being that such activities should be taught in school hours as will have 
a Carry-over interest for after-school play. 


CHILDREN’S SINGING GAMES, No. 1 Gong Roll with Words): Did 


You Ever See a Lassie; The Muffin Man; Looby Loo; The Farmer in 
the Dell : : 101980 


CHILDREN’S SINGING GAMES, Ne 2 Cone Roll): Hive vie Ghicka: 


Meeseiic Gallant ship; Let the Feet Go Tramp, Tramp, Tramp; 
Live air Tads-and Lassies . 102028 


CHILDREN’S SINGING GAMES, No. 3 one Roll): Ten Tittle Tans: 


The King of France; I Should Like to Go to Shetland; Oats, Peas, 
Beans, and Barley Grom 102068 


CHILDREN’S SINGING GAMES, No. 4 one Roll): HEISE Rondon 


Town; A-Hunting We Will Go; Jolly Is the Miller. 102138 


CHILDREN’S SINGING GAMES, No. 5 Gong Roll): Pease Porridge Hot; 


ewyiss May Dance; Our Little Girls, [See You .: . 102108 


CHILDREN’S SINGING GAMES, No. 6 (Song Roll): Gash: S Old 


Sparrow; Gustav's Skol; -Hieaky s the First of May; Ritsch, Ratsch 102208 


CHILDREN’S SINGING GAMES, No. 7 (Song Roll): London Bridge; 


The Peanut Song; Yankee Doodle; Oh, Dear! What Can the 
Matter Be; Polly Put the KettleOn . . 102178 


CHILDREN’S SINGING GAMES, No. 8 (Gong Roll): oer ane: 


Listen to the Mocking Bird; Rig-a-Jig; Ching-a-Ling .. 102238 


CHILDREN'S SINGING GAMES, No. 9 (ong Roll): Polly Wolly 


Doodle; The Hobby Horse; Hot Cross Buns; Oh, Where Has My 
Male Dog Gone . . 102288 


CHILDREN’S SINGING GAMES, No. 10 (Sats Roll): eaten Thru the 


Rye; Pop Goes the Weasel; ES Bells; The Sais Are 
Momiyre : 102388 


-e5(0)* +9" 


A Duo-Art Record by Edith Lobdell Reed 


JOLLY JINKS SONGS (Song Roll with Words): Our Old Horse; Mary 


Malone; Jolly Jinks; We Have a Wee Habit; A Copper Down a 
Crack; A Candle, a Candle; Billy Bumpkins; Wee Mother Martha; 
Bet icday Night; Off to veins Hippy a to Bed; aie nina 
Reidy 9. te, 102518 © 
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John Duke 


OHN DUKE is a talented young American pianist 

who has made a special study of the music of 

Edward MacDowell, which he plays with excep- 
tional insight and ability. He held a scholarship at the 
Peabody Conservatory, Baltimore, for three years; later 
studied at Columbia University and under Franklin Can- 
non in New York, and at this writing is Assistant 
Professor of Music at Smith College. 


Duo-Art Records by John Duke é FS TT 


MARCH HUMORESQUE . . . . . . . | ” Job Dule in! 


Tus ‘March Humoresque”’ is a captivating bit of new music, conceived and written in the clas- 
sical tradition, without any trace of ultra-modernism, yet disclosing a wholesome robustness and 
a pleasing individuality. It is frankly and delightfully melodious. Its harmonic investiture abounds 
in piquancy and variety. It has a good march rhythm, of sturdy beat, and excellently sustained. 
And the whole piece is imbued with infectious humor, is permeated with a sense of drollery and. 
prankish jollity, which bubbles over now and again in odd quirks and fantastic touches. 


MARIONETTES, Op. 38: (1) Prologue; (2) Soubrette; (3) Lover; (4) Witch; 
(5) Clown; (6) Villain; (7) Sweetheart; (8) Epilogue 
Edward MacDowell 69830 ZOU 


lah MacDowell is in one of his happiest moods,”’ says Lawrence Gilman, writing of this group of 
eight charming little pieces for piano. ‘‘It was a fortunate and charming conceit which prompted 
the plan of the series, with its half-playful, half-ironic, yet lurkingly poetic suggestions; for in spite 
of the mood of bantering gaiety which placed the pieces in such mocking juxtaposition, there is, 
throughout, an undertone of grave and meditative tenderness which it is one of the peculiar proper- 
ties of MacDowell’s art to communicate and enforce. This is continually apparent in ‘The Lover’ and 
‘Sweetheart,’ fugitively so in the ‘Prologue,’ and, in an irresistible degree, in the exceedingly poetic 
and deeply felt “Epilogue’—one of the most typical and beautiful of MacDowell’s smaller works. 
The music of these pieces is, as with other of his earlier works that he has since revised, confusing to 
the observer who attempts to place it among his productions in the order suggested by its opus num- 
ber. For although in the list of his published works the ‘Marionettes’ follow immediately on the 
heels of the Concert Study and ‘Les Orientales,’ the form in which they are now most generally known 
represents the much later period of the ‘Keltic’ Sonata—the period of ripe and heedful artistry.”’ 


NEW ENGLAND IDYLS—From A Log Cabin and The Joy of Autumn, 
Op. 62, Nos.9and10 . . . . #. # £#dward MacDowell. .68979m—ENon 25 


Os; the very essence of the genius of MacDowell is the group of ten short pieces called ‘‘New Eng- 
land Idyls,’’ which constituted the final volume of his pianistic nature-studies and his last published 
work. ‘From a Log Cabin’”’ is perhaps the most beautiful as well as the most individualistic of the 
whole set. Says Lawrence Gilman: ‘I doubt if, in the entire body of his writing, one will find a love- 
lier, a more intimate utterance. It bears as a motto the words—strangely prophetic when he wrote 
them—which are now inscribed on the memorial tablet near his grave: 
A house of dreams untold, 
It looks out over the whispering tree-tops 
And faces the setting sun. 
The music of this piece is suffused with a mood that is Schumann-like in its intense sincerity of im- 
pulse, yet with a passionate fulness and ardor not elsewhere to be paralleled.”’ 
An effective contrast to this dreamily poetic piece is provided by ‘‘The Joy of Autumn,” in 
which a lively rhythmic beat proclaims adroitly the autumnal gladness that many poets have sung, 
albeit there are also touches of a contemplative tenderness, a quiet wistfulness, typifying the New 
England season it celebrates. 
{360 }- ae 
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NOTHER young American pianist and composer 
A of promise is John Thompson, who was born 
ina little hamlet in eastern Pennsylvania, March 
8, 1889. He showed remarkable musical aptitude when 
only four years old, and made his first concert appearance 
as a child of seven years. After a decade of study under 
several competent teachers, laying technical foundation 
for his musical gifts, he concertized with such success 
here that his friends induced him to undertake a Euro- 
pean concert tour. He had won triumphs in London, 
Berlin and Amsterdam, when the beginning of the Great 
War brought that tour to a sudden end and compelled 
his return to the United States. 
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Duo-Art Records by John Thompson 


AEOLIAN MURMURINGS, Op. 123 aS 5 . Homer N. Bartlett 57976 1.50 
ALLEMANDE, GAVOTTE AND MUSETTE. .. . = Eugen d Albert 30298-S 2.00 
MiMAOOOERN | 5. |...) Ct. SC. Sohn Thompson 58839 862.25 


Ma. Txompson’s playing has abundantly demonstrated that he possesses a great deal more than an 
exceptionally fine technique that overcomes all difficulties with ease and assurance. And this “Min- 
uet Modern’’ gives much promise of his ability as a composer. It is an old-time dance, but inamodern 
style very dainty and graceful, with a fine, clearcut melody and a moving rhythm that is irresistible. 


OLD VIENNESE DANCE-TUNES (Alt Wiener Tanzweisen), No. 1, Love’s 
Bemmeeiepesiceud) . 1 eet Fritz Kreisler 58648 2.00 


Parrz Kreister is one of the most remarkable figures in the annals of modern music. The world 
recognizes him as belonging in the very front rank of the greatest violinists of all time. The list of his 
compositions is not a long one, but everything in that list is highly interesting and richly individu- 
alistic. 

The present ‘‘Old Viennese Dance-Tune”’ is a most graceful and charming dance, characterized 
by the true Viennese swing and elasticity of pace. The basic ‘‘tune’’ itself may be old, but Mr. Kreis- 
ler has provided for it a setting that is both new and delightful. 


OLD VIENNESE DANCE-TUNES (Alt Wiener Tanzweisen), No. 3, 
Beautiful Rosemary (Sch6n Rosmarin) . . Fritz Kreisler 58998 2.00 


Bas is another of those captivating modern settings for the piano of certain old, but always newly 
delightful, Viennese Dance-Tunes by Fritz Kreisler. It is a fascinating little waltz, in the character- 
istically Viennese style, with an irresistible swing and sway and delightful variation in pace; and 
its only fault is that it is all too short. Having heard it, one wishes immediately to play it over 

_ again. Doubtless every purchaser of this Duo-Art roll will do that very thing, for John Thompson 
has played this short waltz entrancingly, making a record of it that is a perfect gem. 


-‘RHAPSODIE, Op. 11, No. 3 ee ee eras! von Doknany: 58158 2.00 


Eanst von Dounanyt has won distinction, both as pianist and composer. If one has never heard 
anything else by him, this Rhapsodie will give surprising evidence of rare genius. Its main theme is a 
broad, sweeping melody in C Major—a melody of impressive grandeur, comparable in depth and 
dignity to some mighty chorale of old; and this lofty song of the joy of creation is treated with the 
daring of a master who is sure of himself, in pure harmonies—Dohnanyi is not afraid of the “‘com- 
mon chord.’’ A shorter subsidiary theme in brisk staccato notes provides an entrancing contrast to 
the broad legato of the great central subject; and the whole is worked out in thoroughly modern 
pianistic style. In this roll Mr. Thompson has identified himself so completely with the spirit of 
the music that no thought of the performer obtrudes in his superb performance of a magnificent and 
inspiring work. 
-{361 F- 
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Uda Waldrop 


UL» WALDROP, American pianist-composer, was 


born in Alabama in 1886. His musical gift was 

disclosed in early childhood; he could repro- 
duce on the piano what he heard others play before he 
had taken a music lesson. Opportunities for music les- 
sons were scant in his boyhood because the family kept 
moving about from place to place in search of health 
for the mother, who was an invalid. She died when the 
boy was in his early teens, and he then went to San 
Francisco and began to study the piano seriously. In 1907 
he went to London and entered the Royal Academy of 
Music, where he received piano instruction from Tobias 
Matthay; also studying composition and orchestration 
with Charles W. Pierce at Trinity College. Later he became a pupil of Mathilde Verne, 
who had been a pupil of Clara Schumann. 
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Duo-Art Records by Uda Waldrop 


BORDER BALLAD (For Low Voice in A Minor) (Accompaniment Roll) 
Frederic H. Cowen 11136 1.50 


DANGE OF THE WATER SPRITES = ee Uda Waldrop 59466 1.50 


Hernis a very charming little novelty; a bit of perfect grace in lovely, swaying melodiousness and 
dainty, captivating rhythm. Clear and clean and sparkling and shimmeringly beautiful as ‘‘fountains 
that frisk and sprinkle’ is this Dance of the Water Sprites. Originally it formed a part of the music of 
*‘Nec-Netama,”’ a fantastic ‘‘Grove Play’’ enacted by the Bohemian Club of San Francisco in 1914. 
The piano transcription from the orchestral score is by the composer himself, and he has played it 


bewitchingly. 
DANSE MACABRE, Op. 40 (For Two Pianos—First Piano Part Only) 
(Accompaniment Roll) . .  . ~— . Charles Camille Saint-Saéns 10998 2.00 
INTERMEZZO . .. . . . =. ~«. -. ~~ +. +9 % Uda Waldrop Ss 
MYSELF WHEN YOUNG (From ‘“‘In a Persian Garden’’) (Bass, in E-flat) 
(Accompaniment Roll) . . .  . . . Liza Lehmann 11198 2.00 
SWEET PEGGY O’NEIL (Song Roll with Words). . Uda Waldrop 101335 1.25 


VOGLEIN (Birdling), Or. 43, No. 4 and DANCE CAPRICE, Op. 28, No. 3 
Edvard Hagerup Grieg 66048 2.00 


THE WANDERER (From the Family Club Play ‘‘The Hacienda’’—given 
in 1916), Medium in A (without Words), (Accompaniment Roll) 
Uda Waldrop 11035 1.25 
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INTERPRETERS LIST 


Dent Mowrey 


FTER preliminary musical studies in the United 
A States, Dent Mowrey received a thorough train- 
ing in Europe before the World War. He was 
gtaduated with honors from the Leipzig Conservatory, 
where he studied piano with Robert Teichmuller and 
composition with Max Reger. Then he went to Paris for 
further piano study with Harold Bauer and composition 
with Albert Wolff. Living there for several years, he won 
the friendship of Claude Debussy, and a presentation of 
his “Spanish Gypsy’’ at the University of Paris. Mr. 
Mowrey has contracted to record his playing of his own 
compositions for the Duo-Art Piano. 


A Duo-Art Record by Dent Mowrey 


Gage iiedansicStyleAncien) ~. . . . . . Dent Mowrey 70488 2.00 


Tuts ‘Gavotte in the Old-Time Style’’ by Dent Mowrey is a very pretty and attractive piece of 
music. He has succeeded admirably in catching the olden style—the very spirit, indeed, of the 
quaint dance form which originated in France 300 years ago. Yet the piece is no mere imitation. 
He had something of his own to say, and he has said it skilfully and beautifully. He has created 
a fine, sturdy tune, has set it to appropriate and colorful harmonies, and has solved the rhythmical 
problem with sure mastery. 


Michael Ladora 


ICHAEL ZADORA was born in New York City, in 1882, of Italian and German 

| \ / | forebears. He studied the pianoforte with his father at the Paris Conservatoire, 

with Leschetizky, and later with Busoni in Berlin, where he elected to make his 

home and where he won considerable reputation both as a concert pianist and as a teacher. 

He spent a season in New York a few years ago as head of the piano department of the 
Institute of Musical Art. He has also composed some brilliant pianoforte pieces. 


Mr. Zadora has recorded his interpretations only for the Duo-Art Piano. 


Duo-Art Records by Michael Zadora 


ETUDE, Or.10,No.1. . . . . . ~~ Frederic Francois Chopin 55210 = 2.50 


Os this Study, with its ascending and descending staircases of scales, it has been said that ‘‘Chopin 
at a leap reached new land.”’ It is a feat of brilliancy. There is finely outlined a dramatic theme in the 
bass, while above this, towering to the extreme of the keyboard, are pyramids of notes, using this 
fine melody as a tonal foundation. 


HUNGARIAN RHAPSODY, No. 6 . ; ‘ ; : . Franz Liszt 5617-4 3.00 
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George Copeland 


HE individuality of his talent, and his remark- 

able interpretations of certain modern composi- 

tions especially sympathetic to his nature, have 
given George Copeland, an American pianist who lives 
in Boston, a wide reputation as a specialist. Peculiarly 
equipped both physically and mentally for the interpre- 
tation of music of an exotic or impressionistic character, 
Mr. Copeland has discovered for himself a mysterious 
beauty, which happily he is able to communicate to 
those who open their ears to his playing. He has special- 
ized in the music of Debussy, which he interprets with 
rare poetic feeling and amazing skill; but he is something 
more than Debussy’s interpreter—something more than 
a specialist in the limited sense of that word. 
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Duo-Art Records by George Copeland 


CLAIR DE LUNE (From “‘Suite Bergamasque’’) . Claude Achille Debussy 56859° 2.25 


Tease weirdly beautiful ‘‘Moonlight’’ music by the modern French master is a transmutation into 
tones of a celebrated and very beautiful little poem by Paul Verlaine, which Miss Gertrude Hall has 


put into English thus: 


Your soul 1s as a moonlit landscape fair, 
Peopled with maskers delicate and dim 

That play on lutes and dance and have an air 
Of being sad in their fantastic trim. 

The while they celebrate in minor strain 
Triumphant love, effective enterprise, 

They have an air of knowing all is vain— 
And through the quiet moonlight their songs rise, 

The melancholy moonlight, sweet and lone, 
That makes to dream the birds upon the tree, 

And in their polished basins of white stone 
The fountains fall to sob with ecstasy. 


PASSEPIED, No. 4 (From ‘“‘Suite Bergamasque’’) Claude Achille Debussy 61479 2.25 


Permeatep with the interplay of Debussy’s delicate tonal colors (like a pastel drawing in soft 
tints), and having a more sharply marked rhythmic accent than is customary with him this little 
piece is a fresh and novel delight to every hearer. 


REFLETS DANS L’EAU (images, No.1) . . Claude Achille Debussy G6\>549REeReS 


In its novel harmonic progessions, its decidedly unusual melodic line, its shifting rhythms and the 
vividness of its suggestion (despite an initial impression of vagueness of tonality), this is one of the 
most thoroughly representative of Debussy’s pianoforte pieces. For it was characteristic of this 
French music maker and dreamer of dreams that, setting out to compose a piano suite to be entitled 
‘*Pictures,’’ he should choose as subject for the first piece in his group ‘‘Reflections in the Water’’— 
just as a Japanese painter chooses to depict the reflection of an object, or the “‘soul’’ of a landscape, 
rather than a photographic likeness of the thing itself. 


TANGO UNGD & 


: * : ‘ Isaac Albeniz 56628 2.00 
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INTERPRETERS LIST 


Beryl ‘Rubinstein 


ON of a Russian father and an English mother, 
S Beryl Rubinstein was born in Athens, Georgia, in 
1898. He has played the piano almost from infancy, 
and has concertized in various parts of the United States 
since his early childhood. His first teacher was his father, 
a musical amateur of exceptional ability, and to whom 
he considers that he owes his technic. When he was 
thirteen years old he came to New York and studied 
for some time with Alexander Lambert, under whose 
tutelage he appeared as a soloist at the Metropolitan 
Opera House. The next year some interested friends took 
him abroad, and he spent a considerable period in Berlin 
as a pupil of Jose Vianna da Motta. 


Duo-Art Records by Beryl Rubinstein 
Creer Or, 45, No.6. .  .. Anton Stepanovich Arensky 62369 2.25 


‘ls Caprice is the last of a set of Six Caprices for Pianoforte, making up Arensky’s Opus 43. While 
not so wayward, perhaps, as its title might lead one to expect, its very pretty melody sings inde- 
pendently enough through its dainty, wavering accompaniment of rich harmonization in ornamental 
arabesques. The piece represents the lighter, more delicate and refined side of the art of Arensky, 
whose larger works are imbued with power and dramatic feeling. 


CONSOLATION and FOLK SONG . ; Felix Mendelssohn-Bartholdy 65279 DOES 
HUNGARIAN RHAPSODY, No. 8 (‘‘Capriccio’’) . . Franz Liszt 59629 D5 


|| sates representative of Liszt’s genius and splendidly characteristic, the Eighth Rhapsody 
is considered by many admirers one of the very best of the whole set. Certainly in the superb per- 
formance of it here recorded by Beryl Rubinstein, we hear such surgings of elemental fire and passion, 
such rushing torrents of glorious sound, such stirring rhythms, and a harmonic texture of such 
glowing beauty and splendor as constitute a rarely powerful, a stupendous, and a majestic work. 


ISLAMEY (Fantaisie Orientale). . . «. Maély Alexetevitch Balakireff 6537-3 2.75 


is novel Fantasy, the most brilliant and most significant work for the piano composed by Bala- 
kireff, has been called ‘‘a veritable epic of the Orient,’’ and it is a remarkable and a stirring piece of 
music. Its themes are original, but have the strong Oriental coloring which has given so much of 
Russian music its peculiar splendor. This Fantasy has a sort of barbaric power. Its first section is 
built up of countless repetitions of a short motive, brilliantly scored, which whirls and whirls, like 
the dervishes, until the hearer is almost as mad as they. And this is resumed again, after a somewhat 
more tranquil section, and whirled more and more madly, until the time seems to break and give way 
to a stamping. It is the work of a lover of folk-music as well as a man who knew the piano excep- 
' tionally well and employed its idiom with great effectiveness. 


MreeaPiLLON (Etude de Concert) . . . .. . Calixa Lavallee 63169 2.25 


TWO SONGS WITHOUT WORDS IN A MAJOR: No. 4, ‘Confidence’ 
(From Book 1, Op. 19); No. 47, ‘“‘The Joyous Peasant’”’ (From 
Book 8, Op. 102) bee ai Felix Mendelssohn-Bartholdy 59359 = 2.25 


Vs two numbers here grouped together, though written in the same key of A Major, afford an 
interesting and effective contrast, not only in subject and in style as determined by subject- matter, 
but also as between the earlier and later styles and practices of the composer. ‘‘Confidence’’ was com- 
posed before 1830. ‘‘The Joyous Peasant’’ was written in December, 1845. 
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R om BRAUN was born in Port Carbon, Penn- 


sylvania, in 1886. Beginning when only six 

years old, he studied violin and piano for ten 
years under Frederic Gerhard. Then he became a piano 
pupil of Constantin Sternberg, and also learned to play 
the oboe, the saxophone, the double bass, and the organ. 
Going to Europe in 1909, he studied piano with Teich- 
muller and theory with Schreck at the Leipzig Conserva- 
tory, and also had some lessons from the eminent French 
pianist, Raoul Pugno. 

In 1912 he established the Braun School of Music Be / x 

in Pottsville, Pennsylvania, of which he is still the head, ppc 
and which now has a faculty of forty-two members and 
eleven branch schools in other Pennsylvania towns. Besides extensive experience in recital 
giving, Mr. Braun has appeared successfully as piano soloist with the New York Symphony, 
the Philadelphia and the Cleveland Orchestras. For six years he was head of the piano 
department of Cornell University Summer School. 


Duo-Art Records by Robert Braun 


THE BROOKS; LULLABY? Or 3G) se) aa ee John Francis Gilder 68988 2.00 


ce captivating little tonal poem that conjures up a vision of Nature’s loveliness in a quiet, 
restful, sylvan solitude. And it is fashioned with technical knowledge and skill as well as poetic 
feeling. Its lovely singing melody is adroitly carried and enhanced by an equally pretty and effective 
harmonic accompaniment, and the movement of the whole piece is gently flowing, rippling, dainty, 
and altogether charming. 


MAMMY Crom: “Magnolia Suite) ia nee R. Nathaniel Dett 70067 1.75 


iran Braun has here recorded a delightful performance of a captivating little novelty in modern 
American music. Dett’s ‘‘Magnolia’’ Suite is a set of five piano pieces evoking typical scenes and 
incidents of old plantation days in Virginia. ‘“‘Mammy’’ is the fourth of these five pieces. In it a rather 
plaintive but lightly tripping little melody is reiterated again and again to a distinctively beautiful 
and effective accompaniment of chords, whose harmonies are subtly imbued with a touch of quaint- 
ness, and the whole piece is permeated with the old plantation atmosphere. It is a musical portrait 
of an old negro “Mammy,” big- -hearted, kindly, whimsical, sturdy, and loyal to the family she 
serves—and it is a very interesting and attractive bit of music, original and clever in conception and 
very skilfully written. 


ORTENIEATE Op. 7 Nowe : : ; : ; . Nicholas Amani 69518 2.00 


INGE Amant's “‘Orientale,’’ with its exotic rhythm and harmonic coloring, its simulation of 
Oriental drums and flutes, its cleverly indicated atmosphere, conjures up a vivid tonal picture of a 
bazaar in some city of the Near East and the varied sights and sounds therein. This is a strikingly 
original and captivating piece, and Robert Braun has recorded an excellent interpretation of it. 
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INTERPRETERS LIST 


Lester Donahue 


ESTER DONAHUE is a Californian, born in Los Angeles, and was a protégé of Mme. 
Modjeska. He first studied music in his native city and then began his professional 
career by touring with Ellen Beach Yaw, a well-known singer. Then he went to 

Europe, studied in Berlin under Dr. Martin Krause and Rudolph Ganz, and gave recitals 
in Berlin, Munich, Frankfort and London, meeting with success. Since his return from 
abroad his numerous recitals in various parts of the United States have established this 
young pianist’s claim to serious artistic consideration. 


Duo-Art Records by Lester Donahue 


Veet EERPRINAGE, Sposalizio : .. . . . Franz Liszt 57449 = 2.25 
Pee DMiENOR, Op. 10,.No.1 2. . . Johannes Brahms 59319 2.25 


Tins Ballad bears the superscription ‘After the Scotch Ballad ‘Edward’ in Herdet’s ‘Stzmmen der 
Volker,’ ’’ from which collection of folk-songs and folk-ballads it is probable that Brahms drew 
inspiration for all four of the short piano pieces he called Ballads and grouped together as his Opus 
10, published in 1856. The ‘‘Edward”’ of Herder’s collection is a sad'story in which the dead hero is 
brought home to his sorrowing lady-love. Brahms appears to have had an especial fondness for it, 
since he used it again after an interval of many years, setting its words as a duet for alto and tenor 
(Opus 75, No. 1). 


Geen 1 UDE No. } CMurmuring Woods) .  .  . Franz Liszt 57369 = =2..25 


THE EAGLE, Op. 32, No. 1 ; Edward Alexander MacDowell 61367 195 


He clasps the crag with hooked hands; 
Close to the sun in lonely lands, 
Ring'd with the azure world, he stands. 


The wrinkled sea beneath him crawls; 
He watches from his mountain walls, 
And like a thunderbolt he falls. | 

Conceived as an illustration to this vivid ‘‘Fragment’’ of Tennyson’s, MacDowell’s wonderful 
little tonal poem, ‘‘The Eagle,’’ was one of the greatest successes of this American composer’s 
earlier period. As the first number of his Opus 32, collectively entitled ‘‘Four Little Poems for Piano,” 
it was published in 1888, when the composer was in his twenty-seventh year. Lawrence Gilman, in 
his excellent little book on MacDowell, says of it: 

‘‘A piece which it is possible to admire without qualification; ‘The Eagle’ is a superb achieve- 
ment. Its deliberate purpose is to realize in tone the imagery and atmosphere of Tennyson's lines—an 
object which it accomplishes with triumphant completeness. As a feat of sheer tone-painting one 
recalls few things, of a similar scope and purpose, that surpass it in fitness, concision, and felicity.”’ 


ETUDE, mers NO: 3" : ; : , : , Sergei Bore bivice 61949 295 


In this novel and very beautiful Study one may hear a noble song of Poland’s aspiration, sung to a 
limpid, running accompaniment that is both graceful and effective—a song that is not without 
touches of that melancholy which is numbered among the characteristics of the Polish people, but 
soaring above that to a splendid climax. 


LIEBESTRAUM (Dream of Love), Nocturne No. 1, ‘‘Exalted Love”’ 
Franz Liszt 57278 2.00 


MemeeNIGGER «2 1. John Alden Carpenter 62199 2.25 


A nappy, frisky, jolly little musical skit, with odd quips and turns and appealing bits of melody, 
cleverly harmonized and set forth in tripping rhythms, is this hitherto unpublished piece of American 
humor in music by John Alden Carpenter, one of the most noteworthy of the younger composers of 
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the United States, whose works are rapidly winning wide recognition. The young American pianist, 
Lester Donahue, who played the piece from the composer’s manuscript, has entered into the care- 
free spirit of jollity that informs it. 


MARCHE FANTAS TIOWUE® Op:31050Nos tae ees Rudolph Ganz 59279 2.25 


As we listen to this appropriately named musical oddity, there passes before the mind’s eye a weird 
procession of the most grotesque assortment imaginable of giants and gnomes and monstrous goblins, 
in fantastic array; shapes distorted and uncouth, with leering visages awry; big and little hobnobbing 
together in satyric glee, and keeping step to a compelling rhythm. The music begins in the depths of 
the bass register, climbs thence slowly upwards as the procession advances, but without ever getting 
very far above the middle of the keyboard, and then descends again to the subterranean caverns 
whence it emerged. 

The piece is an ebullition of saturnine humor; at first interest-arresting by reason of the clever- 
ness with which it is wrought, and, when heard synthetically, impressed with sardonic power. 


TO A WATER LILY, Op. 51, No. 6 (From ‘‘Woodland Sketches’’) 
Edward Alexander MacDowell 58798 2.00 


In the ‘Woodland Sketches,’ a group of ten short pianoforte pieces, published in 1896, MacDowell 
was at his best and indeed showed for the first time some of the most engaging and distinctive char- 
acteristics of his matured genius—that masterly sense of color and knowledge of the power of sug- 
gestion. ‘To a Water Lily’’ is one of the pieces of this group that found and keeps a sure place in the 
affections of music-lovers. Its quality is the quality of sheer loveliness uncomplex and unconcealed. 
This gem-like delineation, or rather transmutation, of natural beauty into art is as beautiful in its 
simplicity as the vision of simple beauty that inspired it. It is imbued with ‘‘an inescapable fra- 
grance, tenderness, and zest.”’ 


“eSo)e *©No- 


James Francis Cooke 


AMES FRANCIS COOKE was born in Bay City, Michigan, in 1875. He received his 
schooling in Brooklyn and studied music in New York City with R. Huntington Wood- 
man, Walter Henry Hall, Dudley Buck, and others. He went to.Europe in 1900 and con- 

tinued his musical studies at the Royal School of Music at Wiirzburg under Meyer-Olbers- 
leben, Herman Ritter and Dr. Kliebert. He then spent several months in a tour of investiga- 
tion of conditions in European conservatories. Returning home, he taught singing and piano 
in New York for several years. Since 1907 he has been editor of ‘‘The Etude,’’ and since 
1918, president of the Presser Foundation, of Philadelphia. Mr. Cooke has composed many 
songs and piano pieces and three operas, has published several books on musical subjects, 
and has also had four plays produced on the professional stage. 


Duo-Art Records by James Francis Cooke 


NILE NIGHT (Song Roll with Words) . . .. James Francis Cooke 102055minoS 
OL’ CAR’LINA (Song Roll with Words) . . James Francis Cooke 101975 1.25 
SEA GARDENS oe te ew te 8 James Francis Cooke JOS5eme 


ik is a finely wrought and very attractive little musical idyll, with a pretty melody, a dreamily 
swaying rhythm, and a brief, contrasting middle section in whole tone harmonies. It was inspired 
by John Keats’ sonnet, *‘On the Sea,’’ the sestet of which prefaces the printed score. These lines 
indicate the mood Mr. Cooke has expressed in this appealing music: 


Oh ye! who have your eye-balls vex'd and tir d, 
Feast them upon the wideness of the Sea; 

Oh ye! whose ears are dinn'd with uproar rude, 

Or fed too much with cloying melody— 

Sit ye near some old cavern’s mouth, and brood 
Until ye start, as if the sea-nymphs quir d. 
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‘Reuben ‘Davies 


R om DAVIES is a young American pianist, 
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composer and teacher, who hails from the Sun- 

flower State, but for the last few years has been 
Director of the Piano Department in the Texas Woman's 
College, at Fort Worth. Mr. Davies was born at Flor- 
ence, Kansas, of Welsh parentage, and began his musical 
training when a small boy by studying the violin under 
the guidance of his father. Taking up the piano, his 
progress was so rapid that a musical career was decided 
upon. After working with some of the best teachers in 
the West, he came East for further study and became a 
pupil of Rudolph Ganz, under whose tutelage he re- 
mained for a considerable period. He is also a graduate of the Institute of Musical Art of 
New York. 


Duo-Art Records by Reuben Davies 
Peer No.l . -.  . wl, Claude Achille Debussy S-30927 1.75 


PASSACAGLIA, No. 5 (From ‘“‘Pastoral Suite’) . . Cyril Meir Scott 62579 2.25 


Cra Scort, though an ultra-modern among composers (he has been called the English double of 
Debussy), is fond of trying his hand at these ancient musical forms, in which indeed he writes with 
ease and distinction. His ‘Pastoral Suite,’’ of which this Passacaglia is the final number, comprises 
also a Courante, a Pastorale, a Rigaudon, and a Rondo. This number is a spirited and captivating bit 
of music, written with masterly skill. 


Peeve roriNNER,Op. 10, No.3 .- .- . ... Rudolph Ganz S-30397 1.75 


REMEMBRANCE . : é i , : i an Reuben Davies 61637 a> 


Tus dainty little composition is a romantically appealing bit of music, pure and simple in melody, 
with modern harmonic touches, and a lulling rhythm befitting its title. 


Peers ROMANCE, Or.30 .. . . . . . Rudolf Friml 59616 = 1.50 


Dseavepry one of the most popular of Mr. Friml’s many highly successful short pieces for the 
piano, because one of the most beautiful and intrinsically one of the most musicianly of them all, 
is this Russian Romance. A thoroughly captivating bit of music it is: an evocation of artistic sin- 
cerity, straight from the heart of one who loves his fellowmen. And, like many another fine thing 
in art, it is amazingly simple. Its wistful, almost melancholy, melody—a well organized and a mov- 
ingly beautiful melody—sings itself to an accompaniment of charmingly simple arpeggios; an accom- 
paniment, indeed, as rarely simple as it is rarely beautiful and effective. 


aoeaew ALTER LILY, Op. 51, No. 6 .  . . Edward A. MacDowell 63350 = 2.50 


Vetoes CAPRICE, Op, 74, No. 7 MELONI TE Milirs = Sey thes 18) 


Iw this Valse Caprice, Cyril Scott has taken an old and rather hackneyed form and imbued it with new 
life. The piece is decidedly unconventional; but it is more than that; it is brilliant with a new and 
coruscant beauty. It has startlingly novel harmonies and modulations, a lissome melodic line, rich 
and intriguing tone colors, and chromatic runs that haunt the aural memory. It is, in short, a very 
charming bit of musical modernity. . 
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Maurice Dambotis 


AURICE DAMBOIS is a young Belgian ‘cellist, 

\ / a virtuoso of exceptional abilities and of inter- 

national repute, who has concertized in the 

United States with much success. Although the violon- 

cello is his chosen instrument, his interesting and delight- 

ful compositions for the pianoforte show that he has a 

thorough understanding of this instrument also; and the 

skill and brilliance with which he plays them attest the 
possession of an enviable technic as a pianist. 
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Duo-Art Records by Maurice Dambois 
ARLEQUIN (For Violin or ’Cello) (Accompaniment Roll) David Popper 
AVE MARIA (For Violin or ’Cello) (Accompaniment Roll) Bach-Gounod 
CAVATINA, Op. 85, No. 3 (Accompaniment Roll for Violin or ‘Cello) 


Joachim Raff 


CONCERTO IN A MINOR, Ope. 33 (Accompaniment for ’Cello) 
Charles Camille Saint-Saéns 


CYGNE, LE (The Swan) (Accompaniment Roll for Violin or ‘Cello) 
Charles Camille Saint-Saéns 


HUNGARIAN DANCE, No. 1 ee Piano Part cag (Accompaniment 


el ape he hy ee . Johannes Brahms 
HUNGARIAN DANCE, No. 6 (For Two aes (Accompaniment Roll) 
(One'Piano Part'Only)) >) (eee EE erie mona 
INTERMEZZO Re me re gad) Bie 


KOL NIDREI, Op. 47 (Accompaniment Roll for Violin or ’Cello) Max Bruch 


LIEBESFREUD (Love’s Joy) (Accompaniment Roll for Violin or ’Cello) 


Fritz Kreisler 
MEDITATION (From the Opera “‘Thais’’) . . . . Jules Massenet 
MELODIE-ELEGIE DES ERINNYES, Op. 10, No.5 . Jules Massenet 
MINUET (From Quintet in E) (Accompaniment for ’Cello) Lwigz Boccherini 
PAPILLON, LE (The Butterfly), Or. 43, No. 1 . Edvard Hagerup Grieg 
PASSER PIED A tec rn eh a ie en en eh aera Ae) Zed, 


TARANTELLE, Op. 33 (Accompaniment Roll for ’Cello) . David Popper 
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10498 2.00 


10518 2.00 


10298 2.00 
11778 2.00 
10046 1.50 
10828 2.00 
10978 2.00 


61059 eS 


10258 2.00 


10238 2.00 
10138 2.00 


10148 2.00 
11766 1.50 
59986 1.50 
10158 2.00 
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Anis Fulechan 


A NIS FULEIHAN is a young Syrian composer-pianist who has been studying in the 

United States since 1916, and who recently made a successful début in New York 

as a concert pianist. His compositions include pianoforte pieces in both the Oriental 

and the Occidental styles. In his Oriental pieces, Mr. Fuleihan is careful to preserve, so far 

as is possible to the pianoforte idiom, the true Arabian traditions. This gifted young musi- 
cian records his original compositions exclusively for the Duo-Art Piano. 


Duo-Art Records by Anis Fuleihan 
BEDOUIN DANCE ie kl sy Anis Fulethan 63678 2.00 


Wir its insistent and peculiar rhythm, as of the beating of Oriental drums, its weird little melo- 
dies and chromatic runs, its echoes of the Eastern flute, this Bedouin Dance is a clever and effective 
as well as vigorous translation into the pianoforte idiom of Arab scene and desert atmosphere, con- 
jucing for the imaginative a vivid picture. In its young composet’s playing of it there is abundant 
vigor, zest, zip and swing, making a record-roll of appealing novelty and interest. 


Sle Anis Fuleihan 63508 2.00 

SeemereINNIHE DESERT. . .° .  .. . Anis Fulethan 63058 2.00 

VALSE IN D-FLAT pe Oe her er ee Frederic Francois Chopin S-30508 2.00 

VASE IN F MINOR, Op. 69,No.2.-~ . Frederic Francois Chopin S-31288 2.00 
Duo-Art Records by Clarence Fuhrman 

MEbODIE. IN G-FLAT, Or. 10, No.1: . : E Moritz Moszkowski 69598 2.00 


1g title ‘‘Melodie’’ bespeaks a simple and unpretentious little piece, and such is the first of the 
group making up Moszkowski’s Opus 10, an early set of salon pieces, but it is also so intrinsically 
beautiful that it richly deserves the popularity it has enjoyed for many years. Its fine, fresh, original 
and charming melody is skilfully set to a very beautiful and particularly appropriate harmonic ac- 
companiment, and the whole thing is a glowing and captivating little gem of artistic workmanship. 
The young American pianist Clarence Fuhrman has played it not alone deftly, but very beautifully 
and with refinement and understanding. 


POLICHINELLE, Op. 3, No.4 . , ; .  Serget Rachmaninoff S-31338 2.00 
PRELUDE IN E MINOR, Op. 35, No. 1. Felix Mendelssohn-Bartholdy S-31358 2.00 
+-eS(0) *©rro- 


Maurice Dumesnal 
M “#4 DUMESNIL is a distinguished French pianist, who has won a world- 


wide reputation for his genuine musicianship. He was born at Angouleme, in the 
south-west of France, in 1884; and received the greater part of his musical training 
from the Hungarian composer, Emanuel Moor, in Lausanne, Switzerland. He made his 
orchestral début in Paris in 1909, and followed this with many appearances in Switzerland, 
Holland, Germany, Belgium, Italy and Spain, everywhere with the leading orchestras. 
He has enjoyed several successful seasons in South America, where, in Argentina, Brazil, 
Uruguay and Chile, and also in Mexico, he gave more than 150 recitals and attained much 
popularity as an orchestral conductor. He made his first tour of the United States in the 
Spring of 1920. 


| A Duo-Art Record by Maurice Dumesnil 
_ESTRELLITA (Mexican Love Song) . Oe) Rares erm Vizraeleivieetornce 03189: 2°25 
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Morssaye “Boguslawskz 


} { OISSAYE BOGUSLAWSKI was born in Chi- 
cago, in 1888, of Russian parentage. His father 
and grandfather, both musicians, were victims 

of Russian political rigor and fled to America to escape 

further persecution. When ten years old he began to go 
with his father to play at weddings. At fifteen he was 
playing the piano in one of Chicago’s cheap dance halls 
for from eight to twelve hours at a stretch—meanwhile 
keeping up his practice at home. A little later he man- 
aged, by doing without everything but the bare neces- 
sities of life, to take some lessons from Rudolph Ganz, 
who was then sojourning in Chicago for a time—the . 
only really worthwhile instruction he ever had. oad 
Having already done a good deal of teaching, he obtained when twenty years old an 
appointment as head of the piano department of the Kansas City Conservatory of Music. 

While holding that position he began to give recitals, and gradually his reputation as an 

exceptionally able pianist spread throughout the Middlewest and Southwest. In 1916 he 

made his first visit to the East and won glowing tributes from the leading critics. He is 
now professor of piano playing in the Chicago Musical College. 


Duo-Art Records by Moissaye Boguslawski 


ADIEU (Melodie), Op. 20, No.1  . . . . =. Genari Korganoff S-30347 1.75 
AIR, Op. 49, No. 1 nn) ee We” ee Edward MacDowell 62508 2.00 


Te ““Air,”’ of characteristic MacDowell quality and type, is proclaimed in beautiful chords skil- 
fully and beautifully harmonized. As always in the works of his maturity, ‘‘his clarity, his directness, 

find issue in an order of expression at once lucid and distinguished, at once spontaneous and expressive 
He sustains his art upon a noteworthy level of fineness and strength.”’ 


CHANT SANS PAROLES in F, Op. 2, No.3 . Peter Ilich Tchaikovsky 59778 2.00 


eer charming and justly popular little Song Without Words is familiar not only in its 
original shape as a pianoforte piece but also as arranged for orchestra and frequently played in 
American theaters between acts; and, like practically everything the great Russian composed, it is 
quite as effective in the orchestra as on the piano. It was written in 1867 at the end of a summer-holi- 
day visit to Finland, and reflects the composer’s happy frame of mind at the time. 


HEARTS AND FLOWERS, Op. 245 . . . . Theodore Moses-Tobani 59917 1.75 


Poséessnver all the elements of popularity—honest sentiment unaffected and unashamed, easy and 
appealing melody, and a simple but highly effective harmonic accompaniment—Theodore Moses- 
Tobani’s “‘Hearts and Flowers,’’ as everybody knows, is one of the most universally popular of 
modern salon pieces. 


REVERIE Op:934, No, 5. = : ‘ : : j . Edouard Schuett S-30116 1.50 
SCENE D'AMOUR (Romance), Op. 61, No.2 . Wéilson George Smith 64718 2.00 
STACCATO. ETUDE, Op: 23.4No.2 .  .  .  . Anton Rubinstein S-30258 2.00 
VALSEJINTAIMINORS Or. 34-sNow 2a Frederic Francois Chopin S-30288 2.00 
VALSE ELEGANTE, Op. 18, No.2. . . . . Edward Collins 66397 1.75 


Hens is another delightful new composition by an American musician, a concert Valse with an 
appealing melodiousness, clever and brilliant harmonization, and a compelling rhythmic swing. It 
is not only an “‘elegant,’’ but as well an eloquent expression of an individualistic talent for the writ- 
ing of brilliant and effective music in happy mood. 


VALSETTE, No. 1 (From ‘‘Trois Novelettes’’) . . Felix Borowski 66638 2.00 
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INTERPRETERS LIST 


Andrew Haigh 


NDREW HAIGH was born in Detroit, in 1895, and received his musical training 
A in America, having been a pupil of Percy Goetschius, Josef Lhevinne, and Rubin 
Goldmark. In the World War he served in France and Germany as an infantry 
lieutenant. In 1920 he was graduated from the University of Michigan, where he is now 
engaged in teaching harmony and composition. 


Duo-Art Records by Andrew Haigh 


ETUDE CAPRICE (Capriccio), Op. 28, No. 6 . Ernst von Dohnanyi §-31399 2.25 
IN SLEEPY HOLLOW: (1) In Sleepy Hollow; (2) On Tappan Zee; (3) Mid- 
October Afternoon; (4) Katrina’s Wale ages Tesi 68709 2.25 


Fereaan Lane's suite of short piano pieces, ‘‘In Sleepy Hollow,”’ is as pretty and delightful a bit 
of popular salon music as has been published by any American composer in a long time. And it is a 
genuine American inspiration, breathing the spirit of one of America’s most storied regions. The first 
piece, called “‘In Sleepy Hollow”’ and giving title to the whole suite, is a wistful little idyll of song- 
like quality, melodious and graceful, and deftly harmonized. The second is brisk, light and dainty— 
a charming combination of breezy zest and delicacy that conjures a refreshing picture of the widest 
stretch of the Hudson River, the ‘“Tappan Zee,’’ its sunlit waters stirred to dancing glee by summer 
breezes. ‘“Mid-October Afternoon”’ brings a change of scene in rich autumnal colors; this is a beauti- 
ful little tonal poem, with a lovely, singing melody in an appropriate and effective harmonic setting 
that is handled with much skill. Finally, in telling contrast with all that has preceded it, “‘Katrina’s 
Waltz”’ is a gay and sparkling little waltz with here and there a suggestive touch of old Dutch color 
that adds a delightfully piquant effect. 
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Hugh Hodgson 


UGH HODGSON was born in Athens, Georgia, and now makes his home in Atlanta. 
H Realizing his promising talent, while he was a schoolboy in his ‘teens, his parents 

sent him to Europe, where he had the advantage of several years of study with 
Madame Stepanoff, pupil and assistant of Leschetizky. On his return home, he entered the 
University of Georgia, from which he was graduated with high honors in 1915. He was the 
first soloist to play with the new Atlanta Symphony Orchestra, receiving a remarkable 
ovation on that occasion; he has appeared with success in recital in New York, as well as in 
many Southern cities; and he has written and published several promising original com- 
positions. 


Duo-Art Records by Hugh Hodgson 
SimeeoONG, Or. 18 2... CCS CAlfredo Barili 69007 1.75 


Besorect, singing melody, a simple, rocking accompaniment, with delightful, decorative touches 
that are tellingly effective, and deft workmanship in combining these elements, characterize this ap- 
pealing little Cradle Song by Alfredo Barili. 


INTERMEZZO FROM SONATA IN B-FLAT, Op. 53. Ludvig Schytte S-31209 2.25 


NURSERY RHYMES, No. 1 (Song Roll): Jack and Jill; Rock-a-bye Baby; 
To Market, To Market; Pussy Cat, Pussy Cat; Humpty Dumpty; 


Meeneat Ao; | Hada Little Pony; Sing’a Song’of Sixpence ~ °.- 102078 2.00 
PAEIEEONS, Ov. 50, No. 5 yas Aenea lentes Ole Olsen S-30697 1.75 
TENDER CONFESSIONS, Op. 43, No. 2 . .  . | Edouard Schitt S-30638 2.00 
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DUO-ART PIANO MUSIC 


Carl Friedberg 


(Yee FRIEDBERG was born at Bingen-on-the-Rhine in 1872 and educated at Frank- 


$ 
i 


fort and Heidelberg. His great talent showed itself very early in life and he received 

his first piano lessons from a Dutch musician named Louwerse, resident in Bingen. 
His parents wished him to become a mathematician, and he took a first degree at the age of 
fifteen; but the call of music was irresistible. At the Frankfort Conservatory his teachers 
were Professor Kwast for the Piano and Scholz and Knorr for theory and composition. 
Later he had the honor of being accepted as a pupil by Clara Schumann, with whom he 
studied for some time. He has concertized successfully in many parts of Europe and through- 
out the United States, and has built up an enviable reputation as a teacher also. 


Duo-Art Records by Carl Friedberg 


ETUDEVINSA-ELATOra25 e Nose . Frederic Francois Chopin 56950 2.50 
MAZURKA, Op. 17, No.4. : . . .  . Frederic Francois Chopin aig meee > 


SOIREES DE VIENNE (Valse Caprice), No. 7 (After Franz Schubert) 
Franz Liszt 58019 2.25 


Duo-Art Records by Oscar Haase 
AN IRISH LOVE SONG, Op. 22 (Song Roll with Words) 
Margaret Ruthven Lang 101455 1.25 


AUF WIEDERSEHN (Until We Meet oar Op. 52 (Song Roll with 
Words) ise . «4 Louis Liebe OT7GSiiRE25 


BY THE FIRESIDE Ais oe, ee rs G. N. Benson 67096 1.50 


CLOSE TO YOUR HEART (Arabian Love-Song) (Song Roll with Words) 
Leo Bennett 101895 1.25 


DU, DU LIEGST MIR IM HERZEN (Song Roll with Words). . -. (1O165qmemN25 


I LOVE YOU IN THE SAME OLD WAY aia: SUE) (Song Roll 
with, WOfds). Jays) . . John W. Bratton 101535 1.25 


MANDY LEE (Song Roll with Words) . . . Thurland Chattaway 101595 1.25 
MOTHER IN IRELAND (Song Roll with Words) Griffin, Kahn and Lyman 101605 1.25 
THE OLD ROAD (Song Roll with Words) .» . . John Prindle Scott 101765 1.25 
ON THE BANKS OF THE WABASH (Song Roll with Words) Paul Dresser 101665 1.25 


EDELWEISS, Op. 38, No. 1 GGerman Ballad) (Song Roll with Words) 
M. Peuschel 102225mmR25 


THE PRISONER’S SONG (Song Roll, with words) . . . Massey 102955 1.25 
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INTERPRETERS LIST 


Thurlow Lzeurance 


HURLOW LIEURANCE, composer and authority 
on the music of the American Indian, was born 
in Oskaloosa, Iowa, on March 21, 1880. After 
serving as a bandmaster in the Spanish-American War, 
he resumed his musical studies at the Cincinnati College 
of Music. In 1900-1901 he sang in the chorus of the 
Castle Square Opera Company. In 1902, while visiting 
his brother at the Crow Indian Agency in Montana, he 
became interested in the primitive Indian music and at 
once began the serious study of that music, which he 
has continued to the present day. He has collected several 
thousand Indian melodies, and many musical instru- %% 
ments, chiefly of the Sioux, Crow, Cheyenne and other 
Northwestern tribes, and of the Taose Pueblo Indians. He has published about 150 pieces 
based on Indian melodies, and about the same number of religious works. His home is now 
in Lincoln, Nebraska, where he is a member of the faculty of the University School of Music. 
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Duo-Art Records by Thurlow Lieurance 
BY THE WATERS OF MINNETONKA (An Indian Love Song) (Piano 
Soe) SS SS eae ea Thurlow Lieurance 67347 1.75 
BY WEEPING WATERS (E-flat, Mezzo or Low Voice) (Accompaniment 
Roll); and THE BIRD AND THE BABE (Medium Voice) 
. Thurlow Lieurance 11868 2.00 


WHERE DAWN AND SUNSET MEET and WHERE DROWSY WATERS 
STEAL (Song Roll with Words) . ©. . . Thurlow Lieurance 102988 2.00 


WI-UM (indian Lullaby); LULLABY (Sweet as an Angel’s Tear) (Medium 
Voice) (Accompaniment Roll) .  .. Thurlow Lieurance 11478-S 2.00 
-2S(Q)s *©ro- 
A Duo-Art Record by Harold Lewis 


AMERICAN INDIAN RHAPSODY (On Themes by Thurlow Licurance) 
Preston Ware Orem 68067 1.75 
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‘Raymond “Burt 


NOTHER young American pianist enrolled under the Duo-Art banner, Raymond 
A Burt studied piano with Sigismund Stojowski in New York, and with Egon Petri 
in Berlin and Switzerland. He toured Germany and France with conspicuous success 

in 1921-22, and made his New York debut in 1922. 


A Duo-Art Record by Raymond Burt 
SOLVEJG’S SONG, Op. 52, No.4. .  .  . ~=— Edvard Hagerup Grieg 67477 1.75 


“Sotveye’s Sone,’’ perhaps the oftenest sung of all of Grieg’s 135 songs, is here presented in a fine 
piano transcription made by the composer himself. Solvejg is the heroine of Ibsen’s episodic drama 
‘Peer Gynt.’ She falls in love with Peer Gynt, notwithstanding his rough peasant ways. When he is 
off on his diverse adventures, she stays behind in the hut he built for her in the Norwegian forest, and 
her song attests that her heart and her thoughts are with him always. A deft and beautiful perform- 
ance of this delightful music, with its lilting folk-song melody, is here recorded by Raymond Burt. 
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DUO-ART PIANO MUSIC 


Ernst Linko 


Ben LINKO, a young Finnish composer and pianist of noteworthy individuality, 


ability and attainments, was born in Tammerfors, Finland, in 1889. He studied the 

piano at the Conservatory of Helsingfors with Sigrid Sundgren-Schneevoigt and Karl 
Ekman, and later in Berlin with Martin Krause and in Petrograd with Leonid Nikolayeff. 
While in Berlin he received instruction in counterpoint from Wilhelm Klatte, and returning 
to Helsingfors he became a pupil of Selim Palmgren in composition. In 1915, he was ap- 
pointed teacher of advanced piano playing at the Helsingfors Conservatory. 


Duo-Art Records by Ernst Linko 
OLD FINNISH DANCE (Polska) aha Ds i , : Ernst Linko 63718 2.00 


UNereae ree delightful with its odd and stirring rhythm is this ‘‘Polska’’ in the old Finnish style, 
of which its author has here recorded a captivating performance. This dance is representative of West 
Finland, where the folk music is still of a particularly Finnish character, and adheres to a style 
handed down from the middle ages. Yet Mr. Linko points out that this Polska is of a classic type, 
concerning which fact he says: ‘‘It is possible that this is due to the fact that these dances were first 
introduced to Finland by foreigners, and that the Finnish musicians afterwards in playing them from 
memory added all kinds of variations and typically Finnish harmonizations.”’ 


PRELUDE IN FINNISH STYLE and OLD FINNISH WALTZ Ernst Linko 63428 2.00 


ug *‘Prelude in Finnish Style’’ is a movingly beautiful bit of music embodying a typical Finnish 
melody and almost weird harmonies in rich and powerful chord progression, suggestive of the 
rugged character of the Finnish people. 

That strong and sturdy character, the outcome of a tremendous struggle for life unceasingly 
waged against a hard land of severe climate and against political tyranny, is again suggested in the 
“Old Finnish Waltz,’’ with its powerful and insistent rhythmic beat. This waltz is representative of 
West Finland, where the folk-music is still of a peculiarly national character and adheres to a style 
handed down from the middle ages. At that time Finland was largely Roman Catholic in religion 
and the old Gregorian church music was sung throughout West Finland, even after East Finland had 
come under the sway of the orthodox Greek Church taken over from Russia. The influence of the 
Gregorian system, or the old church melodies, is still strong in West Finland folk-music, and ac- 
counts, Mr. Linko believes, for its solidity and deep feeling. 


Duo-Art Records by Frank Longo 
INTERMEZZO (From ‘‘Cavalleria Rusticana’’) Pietro Mascagni 62268 2.00 
WALTZ (From ‘‘Der Rosenkavalier’’) : : i Richard Strauss 66306 1.50 


Ales “Maloof 


LXEANDER MALOOF was born in Syriabut was brought to the United States in 

A his childhood and received his musical training in New York, where he studied at 

the Institute of Musical Art. Besides his piano pieces, he has composed successful 

works for several classical dancers and wrote the Oriental melodies for Adolph Bolm’s 

“Ballet Intime.’’ He is also the author of a book on the ‘‘Music of the Orient,’’ and of an 

anthem entitled, “‘For Thee, America,’’ which has been officially adopted by the New York 
Board of Education, and is in use in the public schools of many other American cities. 


A Duo-Art Record by Alexander Maloof 
BERCEUSE ORIENTALE . . . . . . .. Alexander Maloof 6379=mmnOO 


HE use of an Oriental scale, a peculiarly insistent rhythm, a droning accompaniment give an un- 
mistakably Eastern quality and atmosphere to this novel and interesting cradle song by a young 
composet-pianist who is one of the pioneers in the introduction of Oriental music into America. 
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INTERPRETERS LIST 


Josef Martin 


HE promising young American pianist, Josef Martin, made his first appearance at a 
public concert in Boston when he was thirteen years old. Soon thereafter he went to 
Berlin to continue his musical studies, and remained in the Prussian Capital until the 
beginning of the Great War, which compelled him to abandon a European tour only just 
begun with two recitals in Paris. Since his return to America, he has given successful recitals 
in New York, Boston and other cities and won critical praise for the brilliance and finesse 

of his playing. 

Duo-Art Records by Josef Martin 


DYING POET (Meditation) aes Louis Moreau Gottschalk 60557 1.75 
IN MY NEIGHBOR’ S GARDEN cil Rusignuolo), Op. 21, No. 5 (From 
“May in Tuscany’’) , ; Ethelbert Nevin 61247 1.75 


dhs NIGHTINGALE IN My Nertcusor’s GarDEN was one of the happiest of the lamented Ethelbert 
Nevin’s inspirations and it remains today one of the best loved of his charming pianoforte pieces. 
When he used to play it himself in his concerts he printed on his programs this note written by his 
friend, Vance Thompson: “‘All winter the nightingale sang in the garden, insolent, among the 
flowers, a zany of the blue night. Only his song was supple as sadness and sad as a reproach—for he 
was a zany of the blue night.’’ It is a poetical and a lovable little piece, and Josef Martin has played 
it entrancingly. 


R@@ee were (rrom LropicalScenes’’) . . . . Julian Pascal 60626 1.50 
ROMANCE, Op. 38, No. 2 : , ; : . : Edouard Schuett 60328 2.00 


+080) «© Pro-- 
A Duo-Art Record by Keith McLeod 


Aerie RD Ss TALE; SHEPHERDS ALL AND MAIDENS FAIR, Op. 
Memeocwtand? (.InArcady’) - . . . Ethelbert Nevin 69377 1.75 


Peeters: N gvin’s ‘In Arcady,”’ a set of ‘‘Four Pastoral Scenes for Piano,’’ was composed in 1892, 
while he was living in Berlin. The first of the set, ‘A Shepherd’s Tale,”’ is simply and prettily melo- 
dious, graceful and charming. Its unpretentious beauty is aptly indicated by this prefatory bit of 
verse: 
A Shepherd's Tale no height of style deszres, 
To raise in words what in effect ts low; 
A plaining song plain singing voice requires, 
For warbling notes from cheering hearts we flow. 
In lively and telling contrast is ‘Shepherds All and Maidens Fair,’’ a sprightly country dance with a 
touch of old- -time quaintness, which bears the motto: ‘“They danced as though they never would 
grow old.’’ These delightful little pieces have been deftly recorded by Keith McLeod, a young 
American pianist who was born in Denver, began his concert work in California, and at this writing 
is musical director and chief pianist of Radio Broadcasting Station WJZ, New York City. 
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Duo-Art Records by George McManus 
BanGaROULLE, Op-44. .~ . Anatol Liadoff 62759 2.25 


LOVE SONG, Op. 2, No. 3 (From or “Sketch Book”) Ethelbert Nevin 60957 1.75 


TO A WILD ROSE, Op. 51, No. 1 (From ‘‘Woodland Sketches’’) 
Edward Alexander MacDowell 60846 1.50 


Grorce McManus has recorded here a happy performance of that miniature masterpiece by which 
MacDowell is most widely known—'‘‘To a Wild Rose,’’ simple evocation of pure loveliness that 
cannot be gainsaid. 
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DUO-ART PIANO MUSIC 


Francis Moore 


RANCIS MOORE 1s a young American musician of a fine, wholesome, straightforward 
Fer He was born in El Paso, Texas; studied piano with William H. Sherwood in 

Chicago for nine years, and later under Harold Bauer in Paris for one year. The late 
Maud Powell, distinguished American violinist, discovered him teaching piano in El Paso 
and made him her accompanist. After achieving signal success in that capacity, he branched 
out as a concert pianist in his own right, making his New York début on October 10, 1921, 
and proving himself at once a solo pianist of unusual equipment, and excellence. He has also 
won distinction as a composer of several beautiful songs. 


Duo-Art Records by Francis Moore 


INDIAN LAMENT IN G MINOR _. ae Ae Antonin Dvordk 68008 — 2.00 
(Transcription by Fritz Kreisler) 

SONATA IN A (For Violin and Piano), Op. 100 . . Johannes Brahms 
First Movement (Piano Part Only) . . . .. . | . (ee eeOG 
Second Movement (Piano Part Only). . . . . . .) IR aeOROG 
Third Movement (Piano Part Only) .=. © | 9.) RIGueeGo 


Duo-Art Records by David Pesetzki 


Ay LAV GUBANA - oe oe ee Enrique Granados ees eee 
CAPRICE CREOLE (Cuba) -  . « « «  .  . Tsaace Albeniz” (65 eeeOo 
ETUDESIN: F>MINOR#@oa5 Piccolo)a ae ne Theodor Leschetizky S-30278 2.00 
IMPROMPTUsandsROMAIN Z Ag . .« . Leg Confrey ~~ 690TSi25 
MIDNIGHT BELLS (From “‘The Opera Ball’ >) . . Richard Heuberger 70547 1.75 


Rocuarp Hevsercer’s operetta, ‘‘The Opera Ball,’’ was produced at Munich, in 1898, and was 
a great popular success. This excerpt from it, ‘‘Midnight Bells,’’ makes a delightful salon Piece 
for the piano, very prettily melodious, beautifully harmonized and deftly embellished with dec- 
orative sequences of nicely effective bell tones. 


MINUET WALIZ> Op: 31, No.4 cb tees, Mid ees. ae Selim Palmgren §-30357 1.75 
ROMANCE? Or 305 No. : : é : Edouard Schitt 67018 2.00 
ROSES OF PICARDY (Song Roll) . . . . | \. Haydn Wood 1Olisameee 5 
eS) *©rxo- 
Duo-Art Records by Karl Rackle 
AMARMLLIS Clouis XD Aur 5 0 ee Henry Ghys 62746 1.50 
MEDITATION, Op. 90 . ; ’ : ; Charles Morrison 62917 1.75 
MOONLIGHT SAIL TO THE LOVERS’ ISLE, Or. 134, No.4 Franz Bendel 63048 2.00 
05(Q)+ +©ro-- 


ert Records by Huston Ray 


ELEGIE (Concert Transcription by Huston Ray). . . Jules Massenet 65808 2.00 
VALSE IN D-FLAT, “‘In a Woodland Glade’’ a , Huston Ray 65797 1.75 
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INTERPRETERS LIST 


MeNaer Igenfratz 


Me ILGENFRITZ is a young American composer-pianist of brilliant attain- 


ments, who hails from St. Louis. Having achieved much renown as a composer 

and performer of brilliant and dashing dance music, he proceeded to show that he 
can produce music in more serious vein that is just as appealing. Both as composer and as 
pianist he is equally at home in several different styles, for he is a richly talented musician 
and an executant of rare ability. 


Duo-Art Records by McNair Ilgenfritz 


BROOE, THE . McNair Ilgenfritz 56059 2.25 


COPPELIA BALLET (Valse Lente—Pas de deux—Mazurka) 
Clement Philibert Leo Delibes 56477 1.75 


ETUDE ON CHOPIN’S ‘“‘Minute’’ Waltz : . MeNaer Ilgenfritzz 55819 2.25 
Peet ZES ~~ Ut Charles Francois Gounod 60027 1.75 


MY HEART AT THY DEAR VOICE (From ‘‘Samson and Delila’’), (Tran- 
scription by McNair Ugenfritz) . . Charles Camille Saint-Saéns 59109 2.25 


POHME PASSIONEE . .. .. . .  . McNair Igenfritz 55358 2.00 
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Leff Pousshnoff 


HE Russian pianist-composer Leff Pouishnoff received his piano training largely from 
Mme. Essipoff-Leschetizky, but he was also a pupil at the Petrograd Conservatory, 
studying theory and composition with the eminent masters Rimsky-Korsakoff, 
Glazounoff and Liadoff. He was graduated from that institution in 1910 as winner of both 
the gold medal for piano playing and the famous Rubinstein Prize—the sum of $600 for a 
tour of Europe. Thereupon he made his first concert tour, in company with the celebrated 
violinist Professor Leopold Auer, and soon after began giving piano recitals of his own. 
In 1911 he toured Germany with much success, and reappeared in the German musical cap- 
itals with increasing acclaim yearly until the outbreak of the war. Compelled to return to 
Russia, for most of the time from 1914 to 1920 he held the post of Professor of Piano at the 
Tiflis Conservatory, and also gave occasional concerts. After a series of remarkably successful 
appearances in London in 1924, he crossed the Atlantic late that year for his first American 
tour. 


A Duo-Art Record by Leff Pouishnoff 
QUAND IL PLEUT (When It Rains), and MUSICAL BOX Leff Pouishnoff 6797-3 2.75 


Ma. Poursunorr’s first Duo-Art Record to be issued here was made in the London studios of the 
Aeolian Company, and comprises two short pieces of his own composition. The first, “‘When It 
Rains,’’ is an Allegretto Scherzando in which, against a constantly reiterated note representing the 
steady downpour of the rain, a series of typically Russian melodies, by turns fiery and melancholily- 
sweet, is proclaimed with vigor and effective skill. There are some modern harmonic touches, and a 
masterly handling of the rhythmic problem. The ‘‘Musical Box’’ is a clever and delightful little 
Impromptu, melodious and deftly harmonized. 
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DUO-ART PIANO MUSIC 


Ashley Pettis 


SHLEY PETTIS is a young Californian pianist who makes a specialty of American 
A compositions on his concert programs. He was born in Amador County, California, 
and began his musical studies in San Francisco, continuing them in New York and 
Berlin. His teachers have been Charles Dutton, Hermann Genss, Oscar Weil and Paolo 
Gallico. He played in public when a small child and was heard in San Francisco with orches- 
tra and in numerous recitals, including a series of historical concerts. He made his New York 
début in Acolian Hall on February 9, 1922, and has since toured in the East, as well as the 
Southwest on the Pacific Coast, with much success. He has composed many songs and other 
pieces. 


Duo-Art Records by Ashley Pettis 


BARCARO@LEES Op ajo Noms mae : : : : . Mary Carr Moore 66357 1.75 


le is a very attractive, skilfully written, melodiously lilting Barcarolle, in which an American 
composer has achieved pleasing individuality of expression without departing from the old require- 
ments of a long established musical form. An altogether charming piece, it is here charmingly and 


deftly played. 
MY HEART EVER FAITHFUL. . . . . .  Bach-Lavignac $-30418 2.00 
RHAPSODIC PRELUDE ws el ee, Antonio de Grassi S-3O0RCS ES 
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Egon Pitz 


COMPOSER as well as a pianist who has concertized with success in Europe and 

A America and who has the distinction of having made the first hand-recorded Pianola 

music-roll in the United States, Egon Fernando Carlos Pitz, although born in 

Berlin, on December 11, 1887, is of Spanish descent. He received his musical training in 

France and Germany, winning a first prize at the Paris Conservatoire, and studying succes- 

sively under Raoul Pugno and Teresa Carreno. He has lived in the United States for many 
years, having become a naturalized citizen in 1911. 


Duo-Art Records by Egon Putz 


BARGAROLLE 1Op.27" Nowa : é , Moritz Moszkowski 55328 2.00 
MAZUR GAT Op 640 SN Oss) meen ee Be oy, Conk ee late! Egon Putz 65349 2.25. 


ire Mazurka by Egon Putz is a clever and captivating piece of music that richly deserves the popu- 
larity it is sure to win. He has taken the old dance form and by subjecting it to a somewhat novel and 
individualistic treatment has created a fine and attractive bit of new music, in which happy and 
snappy wisps of melody are adroitly handled with touches of modern harmonization, and a pulsing 
rhythmic swing is achieved that is quite irresistible. 


SALUT D'AMOUR... . .. . . . . 4 Sit Edward Elgar 55358mmmOO 
SERENADE MELANCOLIQUE NET ase Rall Egon Piitz 55037 1.75 
VALSE, Op. 40, No. 1 i 6: likeaiebaaperiuh ah Egon Piitz 65199 2.25 
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INTERPRETERS LIST 


Alexander “Raab 


LEXANDER RAAB was born in Raab, Hungary, and received most of his musical 

A education in Vienna, first as a pupil at the conservatory, where he won all the 

principal prizes, and later as a pupil of Leschetizky. He toured the chief cities of 

Europe with brilliant success, receiving the support of the public and the critics. At the out- 

break of the Great War, he came to America, and here also he has concertized with marked 

success. He is a successful teacher also, and for several years occupied the position of Director 
of the Piano Department in the Chicago Institute of Music. 


Duo-Art Records by Alexander Raab 


CARNIVAL MIGNON, Op. 48, No. 5 (Pierrot Reveur, Nocturnette) 
Eduard Schuett 57148 2.00 


Pewee No. 1-. .  . Wolfgang Amadeus Mozart 56778 2.00 
HUNGARIAN RHAPSODY, No. 5 (‘‘Heroide elegiaque’’) . Franz Liszt 56408 2.00 
See OD ARLEQUIN-. Nene Eduard Schuett 61279 2.25 
SOIREES DE VIENNE, No. 6 (Valse Cc after Franz Schubert) Franz Liszt 56518 2.00 
eerie V Et) (Romance), Op. 43, No: 2... ... . Eduard Schuett 56318 2.00 
Wateez. Op, 39,.No. 15 ‘aed ee: Johannes Brahms 56428 2.00 
WALTZ, Op. 63 (From the “‘Second Seeds ") «  . Robert Volkmann 56938 2.00 


Alfred Kugel 


LFRED KUGEL, who has made something of a specialty of the old music composed 

A before the time of Bach, was born in Losoncz, Hungary, in 1884, and began his 

Career as a concert pianist when twelve years old. He came to New York in 1905, 

and received the degree of Bachelor of Music from Columbia University in 1911, returning 

to Europe for a successful concert tour in 1913. He is a lecturer at Teachers’ College, 
Columbia. 


Duo-Art Records by Alfred Kugel 


AIR FROM TOCCATA SECONDO  . 4 : : Alessandro Scarlatti 67708 2.00 
PecAl S FUGUE . 2 : ; , Domenico Scarlatti : 
ANDANTINO ING MAJOR... —... —s Miachaelangelo Rossi 68530 2.50 
TOCCATA NONA ; ‘ : Alessandro Scarlatti ; 
THE COMBAT OF DAVID AND ) GOLIATH aed Johann Kuhnau 68979 2.25 


SONATAS: No. 15 in A Major; No. 12 in G Minor; No. 16 in C Major 
Domenico Scarlatti 68030 2.50 
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DUO-ART PIANO MUSIC 


Lew2s ‘kachards 


[LD sess pice alike for his ability as a pianist 


and as a player on the harpsichord, Lewis Rich- 

ards was born in St. Johns, Michigan. After sev- 
eral years of piano study in this country he went to 
Belgium and completed his training as a pupil of Arthur 
de Greef at the Royal Conservatory in Brussels. Upon 
his graduation from that school he began his career as 
a concert pianist and within a short time became known 
to most of the musical capitals of Europe as an artist 
of noteworthy attainments. Throughout the World War 
Mr. Richards served with the American Relief Com- 
mission under Herbert Hoover. At the end of the war ACTON ey 
he returned to Brussels to resume his artistic career, and 
later came to America, making his first appearance here in Minneapolis on November 4, 
1923, as soloist with the Minneapolis Symphony Orchestra. 


Duo-Art Records by Lewis Richards 


RONDO . . . . . . . . ~~. Jean Philippe Rameau 
GIGUE . : : caer ; ; : : . . Henri eee 69029 2.25 


Vie early-eighteenth century French pieces composed for the harpsichord have been skilfully 
adapted for the piano and beautifully recorded by Lewis Richards. Such of Rameau’s harpsichord 
pieces as have come over into the piano repertory of today, as this pretty, lilting, spirited Rondo, be- 
sides their quaint charm of old-time flavor and style, have a quite surprising freshness and modernity 
of harmonic texture in their free use of chords and arpeggios, their appreciation of broad effects, 
their beautiful modulations, their sonority and richness of tone. This Rondo is a charming thing, in 
Rameau’s best style. 

The Gigue, which Mr. Richards has joined with it in this fine Duo-Art Record-Roll, is also a 
sparkling, lively, delightful and quaint bit of music typical of the time, and forms an excellent con- 
trast to the Rameau piece. 


TURKISH MARCH (From Sonata No. 11 in A Major) W. A. Mase 6786-3 2.75 


iene artistically refined and captivating performance of the familiar but ever welcome and de- 
lightful Turkish March (‘Alla Turca’’) from Mozart’s early Sonata in A Major. Mr. Richards has 
deftly caught the Mozartian spontaneity, grace, simplicity and refreshing beauty of this sturdy 
march, with its inspiriting sunshine and breeziness. 


-e50)* *©rro-- 
A Duo-Art Record by Eubie Blake 


NEGRO SPIRITUALS (Song Roll): G) Go Down Moses; (2) I’m a-Rolling; 
(3) Nobody Knows de Trouble I See, Lord; (4) I Got Shoes . 100917 1.75 


Essprctan interest attaches to this unique record-roll of ‘‘Negro Spirituals,’’ in which the talented 
young pianist, Eubie Blake, has skilfully arranged and played a group of four of the best known 
folk-songs of his race in America. ‘Go Down Moses’’ was a sort of song-prayer much sung by the 
‘‘darkies’’ of the South in slavery days and the tune is still regarded as sacred to the black race. ‘‘I’m 
a-Rolling’’ is a typical work-song and has long been sung in the cotton fields. ‘‘Nobody Knows de 
Trouble I See, Lord”’ is also a work-song; while the last of the group, ‘‘I Got Shoes,”’ is a “‘jubilee”’ 
song, formerly called **jube’’ by the negroes, and is frequently sung by the traveling negro quartets 
of today. Its words constituted the poor slave’s way of explaining the difficulty of getting into 


Heaven. 
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INTERPRETERS LIST 


Dallmeyer ‘Russell 


[ Sosthesdore RUSSELL is one of the directors 


and head of thepianodepartment of the Pittsburgh 

Musical Institute. After preliminary music studies 
in America, he spent several years in Leipzig, Berlin, and 
Paris in piano study with such celebrated teachers as 
Teichmuller, Vianna da Motta, Carl Reinecke,and Harold 
Bauer, and then began his professional career with con- 
certs in several German cities. Returning to America, he 
appeared in recitals in New York, Pittsburgh, and many 
other cities, with steadily growing success, and also as 
soloist with several of the leading symphony orchestras. 


Duo-Art Records by Dallmeyer Russell 


AT THE WELL (Song Accompaniment, High Voice) . Richard Hageman 12156-S 1.50 
BARG@7.OLLE-IN G, Op. 27, No. 1 : ; Moritz Moszkowski 70059 2.25 


Drevepiy one of the most popular of all the piano pieces written by the cosmopolitan Moszkow- 
ski, this ‘‘Barcarolle’’ is a composition of distinctive beauty, consistent tranquillity, and charm. Its 
basis is an Italianate melody, sweet, smooth-lilting, graceful; its rhythm clearly suggests the gentle 
undulations of a gondola gliding on the rippling wavelets of a Venetian canal. The harmony is rich 
and varied, with decorative features. Indeed, the piece has a double charm in its harmonic treat- 
ment; for in addition to the joyous main melody that flows and ripples like dancing sunbeams on the 
restless waters, the accompaniment has a little song of its own that answers the principal melody at 
each inflection, and rivals it at times in sparkling gaiety of movement. Later the accompaniment be- 
comes exceedingly animated, and works up.to a joyous outburst typifying the exhilaration of mo- 
tion, the fresh and balmy air, the beauty of the scene, the happiness of the hour—things that make 
life worth living. The Barcarolle ends with a repetition of the first peaceful theme, which may be 
taken as symbolizing a safe return to the starting-place —the mind well stored with memories of a 
beautiful experience. 


ECRIN (Gems) (Song Accompaniment, High Voice, inG) Cecile Chaminade 12906-S_ 1.50 


N@y@eeicdium Voice,inE-flat) . . . . . Hervey B. Gaul 
tmeeerAR'S AT THE SPRING, Op. 44,No.1 . Mrs. H.H. A. Beach 
(Accompaniment Roll) 


MINUET A L’ANTICO . Je William C. E. Seeboeck 70418 2.00 


Dyatimever Russert has made a deft and charming Duo-Art Record of Seeboeck’s ‘‘Minuet 
a l’Antico,’’ which has deservedly won popularity with pianists and public alike. The best-known 
example of its composer's facile and appealing talent in writing for the piano, this is a dainty, 
graceful, charming little Minuet in the antique mannet of a century and a half before it was com- 
posed. Its original melodies and harmonies, in which the quaint, old-time flavor is deftly caught, 
and its captivating dance rhythm are skilfully combined to produce a poetic little tonal pastel of 
an old-world, olden-time scene that is an unfailing delight to every hearer. 


O, COME WITH ME IN THE SUMMER NIGHT, Op. 21, No. 2. (Song 


12856-S_ 1.50 


Pecompaniment) - .. :.. . Frank Van der Stucken 12866-S 1.50 
Revieeesons Accompaniment) .°-... «. . . PearlG. Curran 11397 | 1.75 
TENDRE AVEU (Romance), Op. 43, No.2 . .  . Eduard Schuett S-30978 2.00 


VALSA CAPRICHOSA, Op. 9, No. 3 (From ‘“‘Scenes Portuguezas’’) 
José Vianna da Motta S-31219 2.25 


SPRING FANCY, A (Song Accompaniment, Soprano in E-flat) 
| John H. Densmore 11546 1.50 
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DUO-ART PIANO MUSIC 


Carlos Salxedo 


(Jenn SALZEDO is one of the foremost modern masters of the harp. He is also a 


composer of noteworthy music both for his own and other instruments and a pianist 

of no mean ability. He was born at Arachon (Gironde), France, in 1885. After win- 
ning a first prize for pianoforte at the Bordeaux Conservatory, he entered the Paris Conserva- 
tory, where his father was a professor of singing, and between 1897 and 1901 captured three 
first prizes—those for solfége, pianoforte, and harp. From 1901 to 1905 he toured France, 
Spain, Portugal, Switzerland, Germany and Austria as a harpist, winning great success. 
After four years as solo harpist in Monte Carlo, he came to New York in 1909 and for the 
next four years was solo harpist at the Metropolitan Opera House. In 1913 he formed with 
Georges Barrére (flute) and Paul Kéfer (cello) the Trio de Lutéce, and with this trio and as a 
soloist he has made tours of the United States. Returning to France at the beginning of the 
Great War, he was called to the colors, served a year, and was honorably discharged in 
July, 1915. He has published several concert pieces for harp, including a set of Variations 
on an Original Theme, ending with a fugue (the first ever written for harp), also pieces for 
violin, for ’cello, for piano, and other compositions, and has written a treatise on the harp. 


Duo-Art Records by Carlos Salzedo 


INTRODUCTION AND ALLEGRO (Harp Accompaniment) Maurice Ravel 11838 2.00 
CHORAL AND VARIATIONS (Harp Accompaniment) Charles M. Widor 10399 2.25 
DANSES: (1) Danse Sacrée; (2) Danse Profane (Harp Accompaniment) 

Claude Achille Debussy 10969 2.25 
REVERIE, Op. 18 . : : ; : ; : . Carlos Salzedo 64568 2.00 


lie “Reverte,’’ here charmingly recorded by Mr. Salzedo himself, is a novel, delightful and effec- 
tive little piano piece in which an appealing theme is enunciated in singing chords to a sparkling ac- 
companiment of arpeggios. 
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Lionel Levinson-Sinclair 


IONEL LEVINSON-SINCLAIR was born in Bristol, England, in 1894, of Russian and 

L English parentage. He won a scholarship at the Royal Academy of Music, London, 

where he studied piano with Tobias Matthay and composition with Frederick Corder. 

Later he was a pupil of Leschetizky and of Busoni. After winning many concert successes in 

Europe, he came to America soon after the Great War started, and for a time made his home 
here, devoting himself to teaching and concertizing. 


Duo-Art Records by Lionel Levinson-Sinclair 


KAMENNOI-OSTROW, Op. 10, No. 22, Portrait in F-sharp 
Anton Gregor Rubinstein 64949 2.25 


ROMANCE From asEropicaliScenes “iam eee Julian Pascal 61528 2.00 
SERENADE f 2 ; ; i : ; 2 ; ¥ Schubert-Liszt 62879 2.25 
THE TWO LARKS, Op. 2, No. 1 (mpromptu) . Theodor Leschetizky 61238 2.00 
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INTERPRETERS LIST 


Edwin H. Lemare 


Ts distinguished English organist, Edwin Henry Lemare, was born at Ventnor, 


*eS(0)* 


G00 


Isle of Wight, on September 9, 1865. He received his first instruction in music from 

his father, and when ten years old won a scholarship at the Royal Academy of Music, 
London, where he studied for six years. After serving several other churches as organist, 
he was called in 1892 to Holy Trinity, London, where his weekly recitals made him famous. 
He made his first visit to America in 1900. From 1902 to 1905 he was organist of the Carnegie 
Institute, Pittsburgh, a post he resigned to travel round the world as a concert organist. 
He has since made several concert tours of the United States, and has been Municipal Organ- 
ist at San Francisco, at Portland, Maine, and at Chattanooga. He has composed many works 
for the organ which have found favor with the public. 


A Duo-Art Record by Edwin H. Lemare 
ANDANTINO IN D-FLAT (Novello for Organ) . . Edwin H. Lemare 66779 2.25 


e510) *©ro- 


Lawrence Schauffler 


NHE young American pianist Lawrence Schauffler comes from a family distinguished 

for several generations for its musical, literary, and linguistic abilities, and is a gradu- 
ate of Oberlin College and Conservatory and of the Chicago Musical College. He had 

just begun his career as a concert pianist when the World War claimed his service in the 
United States Navy. Since the war he has won an enviable place as pianist and accompanist. 


Duo-Art Records by Lawrence Schauffler 


Stieeee aD CITY SELECTIONS: (1) Prelude to Act I; (2) Marietta’s 
Song; G) Prelude to Act I; (4) Pierrot’s Waltz Song; (5) Finale 
Erich Wolfgang Korngold 65290 2.50 


Ge Erich Korngold’s opera of ‘“The Dead City’’ (Die Tote Stadt) won a sensational success at 
the Metropolitan Opera House, New York, when first put on there in the season of 1921-22. It is 
noteworthy for a wealth of new melodic beauty as well as an exceptionally full and rich harmonic 
investiture. A group of charming selections from this opera, including two of its most melodious and 
delightful parts —‘‘Marietta’s Song”’ and “‘Pierrot’s Waltz Song’’—has been skilfully arranged and 
beautifully played by Mr. Schauffler. 


DUNA (Song Accompaniment, Baritone in B-flat) . . Josephine McGill S-30306 1.50 
Duo-Art Records by Julius Schendel 
CRADLE SONG (Wiegenlied), Op. 49, No. 4 ree Brahms-Keller 65657 1.75 


SALUT A PESTH (Hungarian Concert March) Shel lca: Henri Kowalski 66548 2.00 


in bee Kowatsk1 (born in Paris, in 1841; died at Bordeaux, in 1916) was a highly talented pianist 
and composer of light and pleasing piano pieces, among which this fine Hungarian March, ‘‘Salut a 
Pesth,’’ has enjoyed, perhaps, the greatest popularity. And it deserves its wide popularity, for it is 
an excellent march, characteristically Hungarian in melodic and rhythmic structure as well as in its 
vigor, zip and dash; and it is very skilfully and effectively written. 


YELLOW JONQUILS (Danse ala Gavotte) . . . Paul F. Johanning 66506 1.50 


VERY pretty, dainty, graceful, melodious and charming piece is this Gavotte-like dance which 
only needs the suggestion of its title to picture the ethereal grace and beauty af Yellow Jonquils 
nodding and dancing in the breeze. 
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DUO-ART PIANO MUSIC 


Arthur Shepherd 


RTHUR SHEPHERD, who has made a series of 
A fine Duo-Art Records for the special use of 
school orchestras, is the associate conductor of 
the Cleveland Orchestra, and has won enviable reputa- 
tion as a composer. He was born in Paris, Idaho, on 
February 19, 1880, and began systematic study of the 
piano when ten years old. Two years later he was ad- 
mitted to the New England Conservatory, where he 
remained for five years, studying piano with C. Dennee 
and C. Faelten; harmony with B. Cutter and Percy 
Goetschius, and counterpoint and composition with 
George W. Chadwick. From 1897 to 1908 he was in gt = 
Salt Lake City as teacher and conductor of the Salt cecal crags 
Lake Symphony Orchestra. Then he returned to Boston oon for several years served as 
professor of harmony and counterpoint at the New England Conservatory. In 1902 he won 
the Paderewski prize with an overture; and in 1909 his piano sonata captured a first prize 
of the National Federation of Music Clubs. His compositions include orchestral works, 
choral works, piano pieces and songs. 


Duo-Art Records by Arthur Shepherd 


Orchestral Conducting Series 


THE ALBUM, Op. 34, No. 4 (Piano Part Only) . . Schumann-Wilson 68058 2.00 
ENTR’ACTE (From “The Bells of Beaujolais’’), Op. 170, No. 12 
(Piano weart.@Oaly) see : Louis Adolphe Coerne 67908 2.00 


THE HAPPY WANDERER, Ob. 17, No. 2 CPiane Part Only)  Jensen-Coerne 68198 2.00 


IN THE WOODS, Op. 56, No. 1 (From “‘Scenes Poetiques’”) (Piano Part Only) 
Godard-Wilson 68188 2.00 


ON THE MOUNTAIN (From ‘“‘Scenes Poetiques’ Z Op. 46, No. 2 (Piano 
Part Only) 1 aie : Godard-Wilson 68048 2.00 


TWILIGHT (From ‘‘Feramors’ Seder pitt One .  Rubinstein-Coerne 67918 2.00 
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Frank Sheridan 


RANK SHERIDAN is a promising young American pianist who was born in New York 
Rex. in 1897, and received his musical training here, under the guidance of Louis 

Stillman, and later of Harold Bauer. His fine Duo-Art Records show him to be pos- 
sessed of poetic feeling and a sense for musical beauty as well as technical skill. 


Duo-Art Records by Frank Sheridan 


NAUTILUS;O7755,, Not, 7 (From) {Sea Pieces») : Edward MacDowell 63178 2.00 
NOCTURNE, Op. 28, No. 1 : : ‘ , Erik Meyer-Helmund 62569 2.25 
A very pleasing, melodious and graceful bit of music is this gentle, dreamy, lulling Nocturne, rep- 


resentative of the restful and peaceful aspects of night,and perhaps suggestive also of its mystical 
beauty, rather than its possibilities of disturbance. 
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INTERPRETERS LIST 


Eustace Horodyskz 


USTACE HORODYSKI was born in Horodnitza, Poland, of a distinguished and in- 
EB fluential family, and showed great musical aptitude in early childhood, particularly 
disclosing technical facility in improvisation. He studied piano with Ignaz Friedman, 
and received a college training, specializing in the sciences. At eighteen he became a protégé 
of Paderewski, who outlined a course for him to follow. Later he went to Vilem Kurz at the 
Lemberg Conservatory, where he gave a series of concerts with signal success. A tour of 
Poland and appearances in Vienna and other musical capitals followed, and a projected tour 
of Germany and Austria was frustrated by the outbreak of the Great War. After the war he 
went to Paris, where he achieved remarkable success in many concerts, and then came to the 
New World, making his home for a time in Toronto, Canada. 


A Duo-Art Record by Eustace Horodyski 


VALSE DE BALLET (From ‘‘Der Lebemann”) . .  . Alfred Grinfeld 67597 1.75 


dias Valse de Ballet from Alfred Griinfeld’s tuneful operetta ‘‘Der Lebemann,”’ is a very pretty, 
graceful, charming bit of music in typical Viennese spirit with a fine rhythmic swing and deft varia- 
tions of pace. 
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Franz Xaver Scharwenka 


AMOUS alike as a pianist, composer, and teacher, Franz Xaver Scharwenka was born 

at Samter, near Posen in East Prussia, January 6, 1850, of Polish ancestry. He received 

his musical education at the Kullak Academy in Berlin, and remained there for some 
time as a teacher. In 1881, with his older brother Phillipp, he founded a conservatory of 
his own in Berlin. Ten years later he came to America and established another conservatory 
in New York, remaining seven years, but crossing to Europe once each year. He made nu- 
merous concert tours in the United States and won enormous success. As a pianist Xaver 
Scharwenka was renowned especially for the beautiful quality of his tone. His playing was 
always musicianly in the highest degree. He died in Berlin, on December 7, 1924. 


A Duo-Art Record by Franz Xaver Scharwenka 
PORisE DANCE, Or. 3, No. 1 . ' : ; Franz Xaver Scharwenka 5637-4 3.00 


Byes ago, when the name of this Polish composer was known to only a few, this Polish Dance 
flashed upon the horizon of music lovers and in short order became one of the most popular piano 
pieces of the hour. Unlike many things which spring into popular fame over night, this Dance has 
retained its hold upon the public, still being heard at piano recitals, and is also frequently played in 
an orchestral arrangement. 


-e5(0)¢ (OYro-- 
Duo-Art Records by Archibald Sessions 


JE T AIME C1 Love You) (Song Accompaniment, Soprano or Tenor) 
Jules Massenet 12278-S 2.00 


THE BIRD OF THE WILDERNESS (Song Accompaniment, Soprano, D-Flat) 
Edward Horseman 12288-S 2.00 
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DUO-ART PIANO MUSIC 


Archie A. Mumma 


RCHIE A. MUMMA was born near Dayton, Ohio, and as a youth studied piano with 
A Louis W. Sprague in that city, going abroad in 1909 and becoming a pupil of 
Joaquin Nin, honorary professor of the Schola Cantorum of Paris. Gradually his 
interest in composition superseded his plans for a career as a virtuoso, and he devoted him- 
self to song writing until the beginning of the Great War. In 1914 his first piano pieces were 
published, and thence-forwatd piano compositions occupied first place in his creative activ- 
ities. Although from childhood bird songs had been his greatest love and inspiration, and 
he had striven for several years to make the songs of birds intelligible in musical notation, 
the idea of using them in musical compositions did not take possession of him until after 
the war was over. 


Duo-Art Records by Archie A. Mumma 
BIRD MUSIC (interpreted for the Piano): eee Martins; Screech Owl; 


CardinalsRed*Birdaaes _ Archie A. Mumma 65559 2.25 
BIRD MUSIC (interpreted for the Piano): Sos Sparrow: Peabody Bird; 

Wiood-eee:W coma aae _ Archie A. Mumma 65579MR 225 
BIRD MUSIC Cnterpreted for Sis Piano): Warbling Virio, Mourning Dove, 

Carolina Wren _ Archie A. Mumma 65769 2. 25 


AAW peers in the past a composer has attempted to make use of bird music, he has treated it in the 
approved fashion of his time. Mr. Mumma’s interpretations of bird music for the piano are first con- 
cerned in presenting the bird’s individuality—not the composer’s—in blending the reproduction of 
the bird’s song and a piano portrayal of his characteristic features into a little composition which 
shall be a musical picture of the bird. He has recorded for the Duo-Art Piano nine of these interesting 
and beautiful little pieces, which have been grouped in three record- tolls—each constituting a re- 
markable musical novelty. 


2S) *“©ro- 


Alexander L. Steinert 


LEXANDER L.STEINERT is a grandson of M. Steinert, founder of the Steinert Collec- 
A tion of Antique Musical Instruments at Yale University, and a son of Alexander 
Steinert, head of the Boston music house of M. Steinert & Sons. He was born in 

Boston, on September 21, 1900. After completing a music course at Harvard University, 
from which he was graduated in 1922, with highest honors, he spent two years at the Paris 
Conservatory, studying composition with André Gédalge, conducting with Vincent d’Indy, 
and orchestration with Maurice Ravel. He now lives in Paris. Although devoting himself 
mainly to composition, young Mr. Steinert has won enviable laurels as a pianist. He has 
appeared as soloist at Serge Koussevitzky’s concerts in Paris, and has made several successful 
American appearances as soloist with the Boston Symphony Orchestra under that conductor. 


A Duo-Art Record by Alexander L. Steinert 
PRELUDE. 20° ie en co) eg eee ee Alexander L. Steznert 61678 2.00 
A Duo-Art Record by Powell Weaver 


MOON-MARKETING (Song Accompaniment, Soprano, Medium) 
Powell Weaver 11456 1.50 
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Raymond Walson 


ORN in Philadelphia and trained in America, without foreign study or concert experi- 
B ence, Raymond Wilson has won enviable success as a concert pianist in his native land. 

Following his early studies in his birthplace, he continued his piano work with 
Ernest Hutcheson and Rudolph Ganz. Then he began teaching at the Pennsylvania College 
of Music in Philadelphia. Going thence to Syracuse University, he served as a member of its 
piano faculty for seven years. He then became Acting-Director of the Eastman School of 
Music in Rochester, N. Y., having been called there from Syracuse when the School was 
opened in 1921, and having had an important part in shaping its course of study. In his 
concert work he has made something of a specialty of the music of the American composer 
MacDowell, which he interprets with rare insight and sympathy. 


A Duo-Art Record by Raymond Wilson 
GAPRICCIO, Op.3, No.4 Ernst von Dohnanyt 67030 2.50 


Tnis little piece is well named “‘Capriccio,”’ for it is compacted of waywardness in melodic line and 
frisky rhythm, and it is altogether delightful in its astonishing variety and freedom. 
eS) “Oro. 


Victor Wattgenstein 


BRILLIANT American pianist who has won triumphs both at home and 
A abroad, Victor Wittgenstein was born in Louisville, Kentucky. In 1903 he joined 
Edward MacDowell’s artist class in New York, and when failing health forced 
MacDowell to give up teaching, Mr. Wittgenstein became a pupil of Rafael Joseffy, with 
whom he studied for three years. Later he went abroad and worked with Mme. Varette 
Stepanoff, making his first European appearance in December, 1912, at Amsterdam. After 
concertizing successfully in Holland and Germany, he returned to America, where he has 
also achieved success in many recitals and as soloist with leading orchestras. 


Duo-Art Records by Victor Wittgenstein 
-AU COUVENT (At the Convent) Alexander Porphyrievich Borodin 61708 2.00 


Ma. Wirrcensrem has here recorded a fine performance of an interesting novelty—a little tonal 
picture, in which a progression of bell-like chords conveys the Convent’s atmosphere and vividly 
suggests the place itself and its life. Its composer was a Russian, who devoted his life to the service 
of science and music, and made his mark in both, before his strenuous labors caused his comparatively 
early death. 


DAReE CAPRICE, Op. 28, No. 3 eee ee eavard Liagerup Gree. 59667. 1.75 


Crema’s Opus 28, comprising “‘Four Album Leaves for Pianoforte,’’ has long been popular with 
music lovers everywhere. The third piece in this group, the present Dance Caprice, is perfectly char- 
acterized by its title, for it is capricious in rhythm, and indeed wayward also in melody, in harmony 
and in dynamics; altogether an outpouring of sportive fancy, free and untrammeled in its gaiety. And 
withal, it is typically Norwegian, typically Griegian, in flavor throughout. One cannot hear this 
stirring and delightful music without exclaiming: ‘‘That is Norwegian and Grieg.” 


FROM AN INDIAN LODGE, Op. 51, No. 5 (From ‘‘Woodland Sketches’’) 
Edward MacDowell 57307 1.75 


ee Loeilly-MacDowell 60838 2.00 
SHADOW DANCE, Op. 39, No. 8 SNS ai be Edward MacDowell 57917 1.75 
TAMBOURIN . Jean Philippe Rameau 59879 2.25 


Arranged by Leopold Godowsky—(Renaissance, No. 6) 
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George H. Gartlan 


(jie H. GARTLAN, Director of Music in the 


Public Schools of Greater New York, has made 
two excellent series of Duo-Art Records, pri- 
marily for educational use—a ‘‘Community Song Series,”’ 
made up of standard school songs, which will prove a 
boon to schools, for now any school that has a Duo-Art 
Piano will never lack a first-class accompanist for its 
choral singing; and a ‘‘Piano Teaching Series.’’ Concern- 
ing the importance of music in the public school, Mr. 
Gartlan says: 
‘“‘As an educational subject, music stands far above && Es S 
the practical things in life, because it isa true philosophy, “* eseacerecnceoasussatsasiatiabessassGil 
and true philosophy recognizes the fact that every art rests on a scientific basis. It has 
been an unfortunate circumstance that the so-called art side of music has been unduly stressed 
to the detriment of its practical side. As most people know music, it is merely something 
which is performed by the virtuosi. For years it has been surrounded by misconceptions 
and has never had its full chance to reach the heart of the people. If we consider how 
directly music allies itself with the daily life of the human being, we cannot fail to realize 
its importance in education.’ | 


Duo-Art Records by George H. Gartlan 


Community Song Series 


ADESTE FIDELES, and HOLY GOD WE PRAISE THY NAME 


(Song Roll) Arranged by Novello 101876 1.50 
ALL THROUGH THE NIGHT | (25 ern een) ea one 101806 1 

ANNIE LAURIE (Song Roll) . . . ~. . Lady John Scotti 50 
AMERICA, THE BEAUTIFUL (Song ee ; : S. A. Ward 101816 

GOD OF OUR FATHERS . 2. GW. Warren i 
BELIEVE ME IF ALL THOSE ENDEARING YOUNG CHARMS 

Old Irish Song> 101906 1.50 

MY OLD KENTUCKY HOME (Song Roll) .  . Stephen C. Foster 
DRINK TO ME ONLY WITH THINE EYES 3 2) Thomas Arne 101826 1 

FLOW GENTLY SWEET AFTON (Song Roll) —. James E. Spilman 50 
HOPEFIHOUSINe LR EPLOR Dye : : : A TLS G. F. Handel 

© SOLE MIO (Song Rolle qa. ceo aie neem ee 101886 5150 
THE LILAC TREE and APRIL FOOL (Song Roll) . —. George H. Gartlan 102125 1.25 
THE LOST CHORD (Song Roll) . . Sir Arthur Sullivan\ 10193 61 

BARCAROLLE (From ‘“‘Tales of Hoffman’ > Jacques Offenbach { 30 


PILGRIMS’ CHORUS (From ‘‘Tannhauser’’) (Song Roll) Richard Wagner 101946 1 
SOLDIERS’ CHORUS (From ‘‘Faust’?)  . Charles Francois Gounod 50 
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Grorcz H. Garttan—continued 


THE QUILTING PARTY (Seeing Nellie Home) 


OLD FOLKS AT HOME (Swanee River), (Song Roll) Stephen C. ae OS 
THE STAR SPANGLED BANNER. ._—si«; . John Stafford Smitl\ onesg 
Mimeetnecoone Roll). te . Henry Carey 


Piano Teaching Series 


THE MELODY WAY (First Roll): (1) The Bells; (2) Song of the Prize Crew; 
(3) Swing Song; (4) See Saw; (5) Soldiers’ March; (6) Hop Step; 
(7) 1 Go No More a- Saline, Ses On nae =loe> (9) Play Ball; 
OOy Military Band. . . yO: Macnee 9018-S 


THE MELODY WAY (Second Roll): (1) Magic Music; (2) To a River; (3) 
Little Wooden Shoes; (4) Evening Song; (5) Lady Moon; (6) My 
Pony; (7) Happiness; (8) Sleep, Baby, Sleep; (9) Lady Bird; (10) 
The Mocking Bird; (11) Lightly Row; (12) The Melody Way 
W. 0. Miessner 9028-S 


THE MELODY WAY (Third Roll): (1) Slumber Song; (2) London Bridge; 
‘G) Farmer in the Dell; (4) Clear the Moon Is Shining; (5) Knead 
Your Dough, Marie; (6) Snow and Sunshine; (7) Song of the 
Steppes; (8) Sicilian Mariners; (9) Wishes; (10) Santa Lucia 
W.O. Miessner 9038-S 


THE MELODY WAY (Fourth Roll): (1) Planting Corn; (2) Oats and Beans; 
G) In My Garden; (4) Melody; (5) In Poland; (6) A Little Song; 
(7) Shoemakers’ Dance; (8) Skip-the-Rope; (9) On Parade; (10) 
My Piano; (11) Song of the Lark; ve A SS ae Tene (13) 
bLtie lyrtaehe @artaele » Fader . W.0. Miessner 9048-S 


THE MELODY WAY CFifth Roll): (1) Allegretto; (2) The Broken Doll; (3) 
Minuet; (4) Waltz; (5) Prelude; (6) Soldiers’ March; (7) Butterfly 


W.O. Miessner 9058-S 
A Duo-Art Record by W. Otto Miessner 
THE SILVER SWAN (Children’s Song-Play Series) . W.0. Miessner 102555 


A Duo-Art Record by Edward Geoghegan 


MEMORIES OF ERIN: (1) Come Back to Erin; (2) Mrs. McCloud’s Reel; 
G3) Star of Munster; (4) The Harp that Once Thro’ Tara’s Hall; 
(5) Larry and the Peeler; (6) The Irish Washerwoman; (7) Father 
O'Flynn; (8) Believe Me If All Those Endearing Young Charms . 64048 


Duo-Art Records by Stanley Carson 
Pere PrERS CNovelette)  . 2 5 . 2 eo. Ralph Jackson 63949 


POMreeGAPRICE.. . >. . .  . «' «| & Edna Benig Woods 64118 
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DUO-ART PIANO MUSIC 


Duo-Art Records by Walter Charmbury 


LOVE'S GREETING (Salut d’Amour) (Violin Accompaniment) 
Sir Edward Elgar 10756 1.50 
ORIENTALE, Op. 50, No. 9 (Violin Accompaniment) Cesar Antonovich Cui 10717 1.75 


RONDINO CViolin Accompaniment). . .  . Beethoven-Kreisler 10697 1.75 
SALUT D’AMOUR, Op. 12. See above, ‘‘Love's Greeting’ 

SOUVENIR (Violin Accompaniment) -: . « . % Franz Drdla 1053S 
WATER SPRITES . . . . . . +. . #. # Walter Charmbury, 65403 ee 
A Duo-Art Record by Alphonse Bohrer 
ERNA WALTZ ce ee eee as Alphonse Bohrer 65437 1.75 


Duo-Art Records by Frank Banta 
(See Also Supplementary Catalog of Dance Music) 


APPLE BLOSSOMS (Reverie) . . . . °.  . # Kathleen Roberts 962 ;0 7m 

CZARINNE, LA (Mazurka Russe) Louis-Gaston Ganne 61718 2.00 

DARTMOUTH, COLLEGE SONGS Mealee (Key B-flat, without . 
words): (1) Hanover Winter Song, (2) Eleazar Wheelock; @G) 
D-A-R-T-M-O-U-T-H; (4) Dear Old Dartmouth; (5) As the Backs 


Go Tearing By;(6) Men ot Dartmouthva mee 100838 2.00 
IF YOU COULD CARE Frome As Youww cto») ae Danae 100675imeee> 
LITTLE BIT OF HEAVEN, A .°. . ° . . | | Ernest Ro Ball GiGyee | 
MARCHE LORRAINE . ; : Louis-Gaston Ganne 62229 2.25 

(Played by Frank Banta orl fabric Bey) 
MOTHERSMAGHRE TE Ey alana : Olcott-Ball 61137 1.75 
DIRTY HANDS! DIRTY FACE! (Ballad rn nine James V. Monaco 101695 1.25 
PAN AMERICANA CMotrceau Caracteristique). . =.  . Vactor Herbert 605G]mmmuo 
SPAR KLE Usa : : : : : ; ' Walter Miles 62477 1.75 
SYEPHES@UES. GV alse esehes 4 ng es Georges Bachmann + 64507 
THERE'S A LONG, LONG TRAIL .-. . .  -. #Elliott-Trinkaus “60356RIEOO 
INOMMURS . . \, Walter Miles 6227? > 
WAITING (From ‘ Tien ees 5 Gon Roll) Soak: Harold Orlob 100055 1.25 


A Duo-Art Record by Con Conrad 


FRENCH SONGS: (1) Le Long du Missouri; (2) Je Sais Que Vous Etes Jolie 


Christine 60387 1.75 


Duo-Art Records by Enoch T. Walton 


LA MADONNA (Meditation Religioso) .. . . A. S. Sweet S-313526RIESO 
MUSICAL ADVENTURES (Duet for Children, Bae Part Only) 
Rudolf Friml 69626 1.50 
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Geoffrey O' Hara 


(5 tts: O'HARA was born in Canada, but has long lived and worked in the 


United States, and has won wide reputation as a song composer, singer, and enter- 
tainer. Several years ago he was commissioned by the Department of the Interior to 
make notation records of the music of the Navajo Indians. This work was cut short by 
America’s entry into the Great War, and he then became one of the first and most successful 
of the song leaders at the army camps. He has composed many songs, of various kinds, some 
of which have been sung with great success by Caruso, Werrenrath, and other great singers. 


Duo-Arvt Records by Geoffrey O’ Hara 
DREAMING OF MY HOME, SWEET HOME (Song Roll) Geoffrey O’Hara 102465 1.25 


GIVE A MAN A HORSE HE CAN RIDE : ; 3 Geoffrey O’ Hara 11437-S 1.75 
(Song Accompaniment, Tenor) 
Peete COLTAGE (SongRoll) . . . Geoffrey O'Hara 102155. 1.25 


LEETLE BATEESE (Song Accompaniment, Tenor in E-flat) Geoffrey O'Hara 11746 1.50 
THERE IS NO DEATH (Song Accompaniment, Tenor in F) Geoffrey O'Hara 11756 1.50 


eS) *©rro- 


Arthur A. Penn 


RTHUR A. PENN isa descendant of William Penn, the Quaker founder of Pennsylvania, 

A and was born in London, England, but for many years has made his home in 

America. He was educated in his father’s private school, and musically was self- 

taught. He has published nearly 100 songs, and several successful operettas, cantatas, and 
musical sketches. 


Duo-Art Records by Arthur A. Penn 


SMILIN’ THROUGH (Song Roll, Key E-flat) .. . Arthur A. Penn 102455 1.25 
THY WILL BE DONE (Song Roll with Words) .. Arthur A. Penn 103155 1.25 
WHEN THE SUN GOES DOWN (Song Roll, Key B-flat) Arthur A. Penn 102505 1.25 


Frederick W. °Uanderpool 


REDERICK W. VANDERPOOL has lived in a musical atmosphere since early child- 
Frrcoa He was born in New York City, on May 8, 1877, and sang as a boy soprano in 

several churches, coming under the influence of R. Huntington Woodman, with whom 
he studied organ. In singing he was a pupil of Louis Koemmenich, Dr. Carl Dufft, and Dr. 
Frank Dossert. He spent several years with various musical and theatrical companies, but 
did not give up his early interest in composition. His first published song appeared about 
1900, and since that date his compositions have followed one another in rapid succession. 


Duo-Avt Records by Frederick W. Vanderpool 


HEART TO HEART (Song Roll, Key A-flat) . Frederick W. Vanderpool 102475 1.25 
"NEATH THE AUTUMN MOON (Song Roll, Key E-flat) 
Frederick W. Vanderpool 102445 1.25 
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Frank A. Grey 


academic course at Harvard University, and while there laid the foundation for his 


Reece H. GREY was born in Philadelphia, on November 15, 1883. He took the regular 


real musical work. He studied harmony, counterpoint, cannon and fugue with Walter 
R. Spalding; orchestration with John K. Paine; and composition with Frederick S. Converse 
—all of the Harvard faculty; and also studied piano with Charles Dennee at the New Eng- 
land Conservatory of Music. Since 1909 Mr. Grey has been a successful conductor of light 
opera. His published compositions include an overture ‘Sunny Sicily,”’ a piece for violin and 


piano, about forty piano pieces, and many charming songs. 


Duo-Art Records by Frank H. Grey 


GIVE ME ONE ROSE TO REMEMBER (Song Roll, Key C) Frank H. Grey 
THINKS LOVE, OF ME (ode | Roll) an ee Frank H. Grey 
es) “(Oro 


A Duo-Art Record by Florence Turner-Maley 


IN A LITTLE TOWN NEAR BY (Gong Roll, Key E-flat) 
Florence Turner-Maley 
eS(C)* IG) ers 


Duo-Art Records by Pierre Connor 


THE FAR GREEN HILLS OF HOME (Song Roll) . . Pierre Connor 
MY GARDEN OF MEMORY (Song Roll, KeyC) . . Pierre Connor 
250) Gp ern 


A Duo-Art Record by Lee David 
I DREAM OF A CASTLE IN SPAIN (Song Roll, Key G Minor) Lee David 


250) *©ro- 


A Duo-Art Record by Rex Battle 
ALBUMLEAF (Transcription by Depew) 2 8. es GastaveMerkel 


eS) *©ro- 
A Duo-Art Record by Ernest Seitz 
WORLD IS WAITING FOR THE SUNRISE, THE (with Words) Ernest Seztz 


Duo-Art Records by Ray Perkins 
(See Also Supplementary Catalog of Dance Music) 
School Marching Series 
FOLK MELODY MARCH (Welsh Song and Old English Melody, without 


Words) (Arranged by Melville Smith) 
MARCHES FROM ‘“‘ATHALIA’’ AND ‘‘SCIPIO’’ Mee Le Handel 
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102405 1.25 
102593 > 


102415 1.25 


102525mee 2} 
102435 1.25 


10242581 -25 


63607 391.75 


101533muLe25 


68078 2.00 
67928 2.00 


INTERPRETERS LIST 


e510) 
Duo-Art Records by Henri Bergman 

ANGELS SERENADE, © ; Gaetano Braga 
BEAUTIFUL ISLE OF SOMEWHERE eae aes} eo) h/t bears 
BEDOUIN LOVESONG Gwith words) . ©. . . Ciro Pinsuti 
CARISSIMA (with words) .. Ce et mearhur AmPenn 
CHAPEL IN THE MOUNTAINS, Op. 164 . . . Grenville D. Wilson 
CUPID’S GARDEN (Intermezzo) . Max C. Eugene 


DAYS OF HEARTS AND FLOWERS Erith wer 
Theodore Moses-Tobani and Nat. Shilkvet 


DREAM OF AN ANGEL, Op. 47 ee ei + F. d’Orso 
DUNA (with words) ee ee  fosephene: McGill 
FACE TO FACE (with Mets) ee ee te. -Llerbert Johnson 
HOLY CITY, THE Gwith words) Sen eek oe Stephen Adams 
HUSH-A-BYE (Song Roll with Words) . . . . = Robert E. Spencer 


I'LL TAKE YOU HOME AGAIN, KATHLEEN (with words) 
Thomas P. Westendor 


IN A COZY CORNER (Novelette) . . .  . Kimball and Bratton 
I PASSED BY YOUR WINDOW CFrom ‘ ae: Pictures’’) 

(Song Roll with Words) ere: May H. Brahe 
LIGHT CAVALRY OVERTURE... . .' . Franz von Suppe 
LUSTSPIEL CCOMEDY) OVERTURE, Ob. 3. a Keler-Bela 
MEMORY’S GARDEN (with words) re . . Lucien Denni 
MY DESIRE, Op. 84, No. 2 Gwith words) Gels Wakefield Cadman 
MY FAITH IN THEE (with words) . . . .  . W. Wesley Wells 
MYSTERY OF NIGHT (with words) rr ee Luce? Denn: 
NEARER MY GOD TO THEE Gwith words) .. ss. Lowell Mason 
ONE LITTLE DREAM OF LOVE (Song Roll with Words) Westall Gordon 
PALMS, THE (Les Rameaux) (with words) .. Jean Baptiste Faure 


PATRIOTIC MEDLEY, No. 2 (Fourth of July Medley): America; Yankee 
Doodle; Columbia, the Gem of the Ocean; Girl I Left Behind Me; 
Dixie Land; Star Spangled Banner 


PEARLS (Novelette) cone Neil We 
PUSSY WILLOW, FORGET-ME- NOT, DUTCHMAN’ S BREECHES 
(From “Fairy Flowers’) Gwith words) . . . Elsie Jean 
SERENADE (Rimpianto) Gwith words) . .  .. Enrico Toselli 
S@mm@ORSONGS, THE Gwith words) . . . . . Moya 
SUNRISE AND YOU Wwith words) .. oe ror A. Penn 


SWEETEST STORY EVER TOLD, THE ath words) R. M. Stults 
THEN YOU’LL REMEMBER ME eae ‘The Bohemian Girl’) Qwith 
words) sore Michael William Balfe 
TOMMY, LAD! (with pards) E. J. Margetson 

"TWAS THE NIGHT BEFORE CHRISTMAS ean words) 
H. Wakefield Smith 


WAYSIDE CHAPEL, THE, Orp.42 . . .  . Grenville Dean Wilson 
WEST OF THE GREAT DIVIDE (with words)... Ernest R. Ball 
ey EIS LLER-AND,HIS DOG ~.. «ws as Arthur Pryor 


1395 


67236 
TO24315 
102215 
102035 
66606 
66877 


102805 
66466 
101995 
101495 
101925 
S-31545 


102115 
66517 


103135 
66619 

67009 

102865 
102845 
101855 
102535 
101745 
103195 
101505 


101648 
66787 


101638 
102305 
102165 
102325 
101785 


102975 
102775 


101796 
67796 
102755 
70876 
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Duo-Art Records by Frank Milne 
(See Also Supplementary Catalog of Dance Music) 


AROUND THE CHRISTMAS TREE (Key D): C1) From Heaven I Was Sent 
to Earth; (2) Oh Come Little Children; (3) O Faithful Pine; (4) 
Holy Night; (5) Come Hither Ye Faithful; (6) Tomorrow Will Be 
Christmas; (7) O Sanctissima; (8) The Sleigh Ride (Song Roll 
with Words) (Played by Frank Milne and Rudolph Erlebach) 

BOCGACGIO MAR GEig aa . Franz von Suppe 
(Played by Frank Milne Ant Rudoiee Erlebach) 

FELLOWSHIP MEDLEY (Key D): G) When Good Fellows Get Together; 
(2) Hail! Hail! the Gang’s All Here; G) How Dry I Am; (4) 


Heidelberg; (5) Casey Jones; (6) We Won't Be Home Until Morning 
MARCH OF THE TOYS (From ‘“‘Babes in Toyland’) . Véactor Herbert 
(Played by Frank Milne and Rudolph Erlebach) 
MARY DEAR (Ballad with Words) : : M. K. Jerome 
MEDLEY OF TWO OLD SONGS: Over the Shermenacr: The Quilting Party 
ROOKIES, THE (March) George Drumm 
(Played by Frank Milne atl Rudolpe Erlebach) 
SWEET ADELINE (Song Roll with Words) .  . Harry Armstrong 


Duo-Art Records by Robert Summers 


EILI, EILI Gwith words) : .  . . Jacob Koppel Sandler 

FLOWER SONG (Blumenlied), Gn 39 | a Gustav Lange 

IF WINTER COMES (with words) . Keil H. M. Tennent 

LOVE SENDS ASELT TERIGIn GO ROSES with words) John Openshaw 

MACUSHLA (with words) . fs ti . Dermot Macmurrough 

WHISPERING HOPE (with words) . ee on ee en Merdlacestd aut hore 
-25(0)e *(]OPro- 


Duo-Art Records by Ben Lincoln 
ENTR’ACTE GAVOTIE (Echoes of the Ball). 92) 3) Se Eracsr Galer 


HANDS ACROSS THE SEA (March). . . .  . John Philip Sousa 
STARS AND STRIPES FOREVER (March) . .  . John Philip Sousa 


Duo-Art Records by Ed London 


ALOHA OE (Farewell to Thee) Gwith words)... Queen Liliuokalani 
BELIEVE ME IF ALL THOSE ENDEARING YOUNG CHARMS 
(with words). eg ee Thomas mas Moe 
GARRY OWEN (with words) | 


COMIN’ THRO’ THE RYE (with words) (Old eaten Nes 


HOW CAN I LEAVE THEE (with words); 
SWEET GENEVIEVE (with words) . . . .  . Henry Tucker 
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Duo-Art Records by Herbert Jones 


KATHLEEN MAVOURNEEN (with words) .. Frederick Crouch 
MARYLAND, MY MARYLAND (with words) ; (So orem 
MOONLIGHT ON THE HUDSON, Op. 60 _.. . Grenville Dean Wilson 
MY OLD KENTUCKY HOME (with words).  . = Stephen Collins Foster 
SHALL WE GATHER AT THE RIVER? (with words) R. Lowry 
SING ME TO SLEEP Gwith words) . . . .  .  . Edwin Greene 
SMILIN’ THRU (Wwith words) . .. Arthur A. Penn 
THOSE SONGS MY MOTHER USED TO SING Guth words) 

H. Wakefield Smith 
THY BEAMING EYES, Op. 40, No. 3 Cwith words) Edward MacDowell 
WHEN I'M WITH YOU Gwith words) . .. Carson J. Robinson 
WHERE THE RIVER SHANNON FLOWS (with words) James I. Russell 


Duo-Art Records by Cliff Hess 
(See Also Supplementary Catalog of Dance Music) 
BASKET OF ROSES (Novelette) . A ; é : : Fred Albert 


DEyeeOrs (Novelette Instrumental) -. . . . . Cliff Hess 
PeoeeeeiON CNovelctte).  .  . « « ws. Cliff Hess 


=eS(O)* *©rro- 


Duo-Art Records by Georges Favier 


SILVER THREADS AMONG THE GOLD (with words) Hart Pease Danks 
SWEET AND LOW (with words) eee. Ser Josep Barnby 


~-eS(Q)* *©o- 
Duo-Art Records by Bud Earl 


CHILDREN’S POPULAR SONGS AND GAMES: (1) London Bridge; (2) 
Jolly is the Miller; & How Do You Do, ial Partner; © cae 
William 


ieee oe LULIPS TOLD, THE Cwith iat Eis Wakefield Smith 
A Duo-Art Record by William H. Rees 
THAT WAS YOU AND ONLY YOU Cwith words). . Waéliam H. Rees 
A Duo-Art Record by Alfred Rienzo 
Re@eemNetHE BUD Cwith words) . . . . .. Dorothy Forster 
A Duo-Art Record by Walter Golde 


DARTMOUTH SONGS: (1) Hanover Winter Song; (2) Eleazar Wheelock; 
(G3) Dartmouth Touchdown Song; (4) As the Backs Go ae WE 
(5) Hail, Dartmouth! (6) D-A-R-T-M-O-U-T-H 


-{ 397 f- 


101175 
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66537 
101135 
101615 
101675 
101255 


101195 
101525 


TORS5 
101485 


62187 
61567 
61657 


100075 
100195 


101418 
101545 
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A Duo-Art Record by Frank R. Hancock 


HARVARD SONGS: (1) Hit the Line for Harvard; (2) O’er the Stands in 
Flaming Crimson; (3) Fair Harvard; (4) Hard Luck for Poor Old 
Eli! (5) Ten Thousand Men of Harvard; (6) Harvardiana . . 102698 


eS) *©rro- 
A Duo-Art Record by Arthur Samuels 


PRINCETON SONGS: (1) Oh! We'll Whoop Her Up for Nassau Hall; (2) 
Princeton Jungle March; & waa and Black; ous Cannon March; 
Gy Old Nassau mame . 4 «lO2%GS 


25) *©rro- 
A Duo-Art Record by Marshall Bartholomew 


YALE SONGS: (1) Bingo; (2) Down the Field (march); 3) Bull Dog (Oh! 
the Bull Dog); (4) Serenade; (5) Rosalie; (6) Integer Vitae; 


(7) Bingo Eli Yale; (8) Boola; (9) Good Night, Harvard . . 102688 
A Duo-Art Record by George W. Wellington 
BY MONOMONACK WATERS (Reverie) . .. George W. Wellington 69946 
A Duo-Art Record by Percy Bennett 
ELFIN DANCE, No. 4 (From ‘‘Mother Goose Suite’”) . —. Percy Bennett S-30387 
Duo-Art Records by David Campbell 
LA CHASSE (EtudeNo.5) . . .  . «~~ ~Ss Paaganini-Lisgt S-31229 
WALTZES, Op. 39, Nos. 2 and 15 F : , f . Johannes Brahms §-31239 
A Duo-Art Record by Frank Clark 
IMPROVISATION AND ANNIE LAURIE... ...—s Frank Clark S-31428 
A Duo-Art Record by Robert Cone 
THE ROSARY. ©. . os. = oo es ee Ethel bers Netzer 
: nal<oe-G@reee 
A Duo-Art Record by Mary N. Crofoot 
ARABESOUE;CNOS) 20s sites cu) 0b) Saket Claude Achille Debussy S-31558 
A Duo-Art Record by Ursula Dietrich-Hollinshead 
BECEASY \VALSE-<, went see Ursula Dietrich-Hollinshead §-31317 
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Duo-Art Records by Lulu Jones Downing 


MEMORY LAND (A Nocturne or Recitation to Music) ; 
THE SLUMBER TREE (Slumber Song) (Key G-flat. Accompaniment) 


BeecaaGrase TE: 
A Duo-Art Record by Richard Elbel 
DRIFTING DOWN THE WILLOW GLEN fl Cae Richard Elbel 


Duo-Art Records by Herman Fleer 


HUMORESQUE, Op. 101, No. 7 . ee eee Antonin Dvordk 
ELEGIE DES ERINNYES, Op. oe Noe a . .  . Jules Massenet 
A Duo-Art Record by Federico Gerdes 
BER@Ewsr (Homageto Becquer),Op.38.  . . . # Federico Gerdes 
Duo-Art Records by Georgia Hall-Quick 
DIXEOGUE, Orp.72,No:8 . ©. .  .  « Peter [lich Tchaikovsky 
DUO (Repos d’Amour), Op. 2, No. re eee. fe Adolf Henselt 
TAMBOURIN, Op. 204,No.6 . . . .  . Joseph Joachim Raff 
NAeeteCAPRICR INE-FLAT ~~. . . . . Anton Rubinstein 
A Duo-Art Record by C. W. Jenkins 
[eMeeeetION 2 6 Cle ati‘ ‘CO WW. Jenkins 
A Duo-Art Record by William E. Knightley 
eee OUSO(SongRoll) .- . . . .  .« C. Paston Cooper 
Lae 
Duo-Art Records by Ethel Herr Litchfield 
SieeeovteNNE FANTASTIQUE .- . . . Ignace J. Paderewski 
MEIpwNGOLIE, Op.34,No.1 .. ., . s . . Edouard Schiitt 


A Duo-Art Record by Lois Maer 
VALSE—DANSE HUMORESQUE, Op. 12, No.2 . = Sigesmund Stojowski 


-eS(0)* *©rro-- 
Duo-Art Records by Katherine B. Peeples 
THE BROOK, Op. 34. ee he il eee Dolores Pape 
THE HOLIDAY (Un Jour de Féte) ee an ws ie aetoatrerne De Pech cs, 
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S-30765 
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DUO-ART PIANO MUSIC 


A Duo-Art Record by Rata Present 


VALSE CAPRICE, Op. 74, No. 7 »  @ = Dey ees Cyril Scott §S-31508 
-eS(0)* *“©ro- 
Duo-Art Records by Harold Randolph 
GAVOTTE IN F MAJOR : ‘ ; .  Beethoven-Bauer S-30448 
MAZURKA IN D, Op. 33, No. 2. ./ (aes Pe Francois Chopin S-30458 
-25(Q)* “Oro. 


A Duo-Art Record by James Reistrup 
SNOW BIRDS; Ops 2635N0753 20 ee ge ee Cecil Burleigh S-31269 


eS(O)* *“©rro- 


Duo-Art Records by Vera Richardson 


POLIGHINELLE + Ors34 No.4 ; : ; : Sergez Rachmaninoff S-31199 
A TRIP TO MUSIC LAND CSeries I, ‘“The Arrival’’) . Vera Richardson 9078-S 
The Arrival; In the Swing; Naughty Elf; The Bold Mariner; Little 

Japanese Dances; Dancing Elves; Jack Tar. 


A TRIP TO MUSIG LAND \Geriestiil Ar the:Gircus |) Vera Richardson 9088-S 
The Circus Parade; The Merry-Go-Round; The Trick Pony; The 


Clowns. 
++@5(C)* *©yro- 
A Duo-Art Record by William F. G. Steele 
NOEL A : 2 ; ; : : ; ; : H. Balfour Gardiner §-31538 
-2&(0)* *©rro- 
A Duo-Art Record by D. J. Thomas 
ARABESQUE IN FORM OF AN ETUDE. . . Theodor Leschetizky S-31188 
-eS(O)* *“©ro- 
A Duo-Art Record by F. Joseph Volz 
MEDLEY, Arranged‘and’Played by Y|escpha Volz sss). nn ene S-30797 
“2S(O)* *“©rro- 
A Duo-Art Record by Zoe Walson 
LENTO (No. 1 of “Two Piettot Pieces) ) 9) 25 eu E71 Scr? 
-eS(C)+ (yo: 


Duo-Art Records by Daisy Chambers Woolsey 


CORONAGH CAsriioiiandtlament) Oe mee ee ) ea Edgar Barratt S-30646 
ETUDE (lin A-flat, Op. 25, No. 1) ane belt Frederic Francois Chopin §-30328 
MOUNTAIN STREAM (Le Torrent) ion analy be {pale Louis Lacombe §-30236 
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Latinz and SouthzAmerican Music 
Recorded hy Artists of International Repute 
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Margot de “Blanck 


} | ARGOT DE BLANCK, a brilliant and promising young Cuban pianist, was born 
in Havana in 1903. She received her early musical instruction from her father, 
founder and since 1885 director of the National Conservatory at Havana, which 

institution she entered when only eight years old. After her graduation in 1919, and some 

successful concertizing in Cuba, her father brought her to New York for further study. She 

made a successful début in New York on October 31, 1920. 


eS) “Oro. 
Duo-Art Records by Margot de Blanck 
BARGAROLLLE . ees «| (ae. Blanck~ 64257 1.75 
CUBAN HYMN ; eee... ae Bianck 64266 1.50 
DANZA No. 2 iaprovisada) res |. «Gervantes “64276 1.50 
Deeeeeions «© NoHorasMas!>) . . . . . «. .. Cervantes 64287 1.75 
-es(O)e *©rro- 


A Duo-Art Record by Maurice Dumesnil 
femme iA (Mexican LoveSong) . . . . . . =. Ponce 63189 2.25 
Duo-Art Records by Jose Echaniz 


AeeeeNos. land 2, First Collection . . . . «.. . Cervantes 64377 1.75 
Poem CAPRICE . . . . . =. . =. ~. «. +:Vogrich 64368 2.00 


25)» *©rro- 


Duo-Art Records by Enrique Granados 


is eeeESPANOLA No.2(Arabe). . . . . .  . Granados 57570 2.50 
DANZA ESPANOLA No.5 (Andaluza) . . . .  .  . Granados 57580 2.50 
DANZ ee ESPANOLA No.7 (Valencia) . : . . «. °«. Granados 57600 2.50 
DANZA ESPANOLA No. 10 eee eee i ts Grzvadot 57590.) 2:50 
EMeEEELE (From “‘Goyescas’’).  . Granados 57620 2.50 
LOVE PLAINTS, OR THE LADY AND THE NIGHTINGALE (Oande ola 

Maja y el Ruisenor) (from ‘‘Goyescas’”) . . .  . Granados 5763-4 3.00 
PRELUDE (from ‘‘Maria del Carmen’) . . . . = .  .« Granados 64299 2.25 
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DUO-ART PIANO MUSIC 


Corina Henriquex de Lima 


ORINA HENRIQUEZ DE LIMA was born in Buenos Aires in 1891, and received 
@ her early musical training at the Buenos Aires Conservatory, from which she was 
graduated when she was only fourteen years old. Later she studied piano with 
Ernesto Draugasch and composition with Ricardo Rodriguez, a graduate of the Paris Schola 
Cantorum and one of the favorite pupils of Vincent d’Indy. Coming to New York, she took 
further piano instruction with Carl V. Lachmund. Mrs. de Lima has given many successful 
recitals in Argentina, also playing with orchestra under the direction of Ernesto Draugasch. 
She has composed several pieces for the piano, including a Gavotte, ‘‘Consolation,’’ two 
Themes with Variations, a Reverie, and others. 


Duo-Art Records by Corina Henriquez de Lima 


GAVOTLES Or. 3 : : : f ; : " : . » a Lima 64307MIe7> 
TRISTE, Op: 17, No.5. . . . «. «.* 5 oes» | Aguirre Css uen 


S(O) “Oro: 


Duo-Art Records by Paquita Madriguera | 
BOLERO (Spanish Dance), Op. 12, No. 5. .  .  .  . Moszkowski .58598 2.00 


CAPRICE ESPAGNOLES Ors 37) : : ‘ ; Moszkowski 60139 2.25 
CELEBRE SERENADE ESPAGNOLE, ey, 181 . «. « «  Abbeniz Si9S7meT> 
--2S(Q)* *“©ro- 


Flora Mora 


LORA MORA is a distinguished young Cuban pianist, who received her early musical 
Fesinin in Havana where she made her début in 1911 and was so successful in recitals 

that a year later she was sent to Spain to complete her studies under the direction of 
Enrique Granados. At his famous Academy of Music in Barcelona she won a first prize. Soon 
after her return home, the Cuban Government appointed her its musical representative at the 
Panama-Pacific Exposition held at San Francisco in 1915. After a successful tour of the West- 
ern States, she returned to Havana, where she established a ‘‘Granados Conservatory.” 


Duo-Art Records by Flora Mora 


AL SUPLIGIO*Cfrom™ Librosde;Horass Noes eee . Granados 64327 1.75 
INTRODUCTION AND VALSE Chom ‘Valses Pocicess AN 1) Granados 64336 1.50 
MAZURKA (in C-sharp Minor, Op.6,No.2). . . . . Chopin 64357 1.75 
PORQUE, EH? (Cuban Dance, No. 2) ow lel a Cervantes 643545RESO 


Duo-Art Records by Guiomar Novaés 


GRANDE FANTAISIE TRIOMPHALE SUR L’HYMNE NATIONAL BRE- 
SILIEN, Op. 69 Od oe ee i eens * 7 Gottschalk 6442-4 3.00 
GUITARRE, Op. 45, No;2 >. . .  . «) ws 9 Moszkowski 617355 > 
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LATIN- AND SOUTH-AMERICAN MUSIC 


«Manuel M. Ponce 


NATIVE of Mexico where he received his early instruction in music, Manuel M. 

Ponce had further schooling in Europe: in Berlin under Professor Martin Krause, 

and in Bologna under Professor Enrico Bossi. Then he returned to Mexico and 

became a professor at the Mexican National Conservatory, a post which he left a few years 

ago to establish himself in Havana, where he now lives. In the principal cities of Cuba and 

in the United States he has given interesting and successful recitals, largely of his own com- 
positions. 


-Duo-Art Records by Manuel M. Ponce 


GUBMENeONG (sono MitMenteLoca) .  ... . =. . Ponce 59375 1.25 
MEXICAN SERENADE ) ae eS ee Ponce 59246 1.50 


Duo-Art Records by Arthur Rubinstein 


BimeeerNe fbetia, tt ( CeC~C TCtéi‘“( Ci‘ $“‘CSSC#®:*CMMOMIZ «(6204-4 3.00 

EVOCATION (‘‘Iberia’”) eee ome. 4. Albenzz 63780 . 2.50 

SEVILLANAS (No. 3 from ‘‘Suite Espagnole’’) . . . . Abbenizg 62980 2.50 
-e5(Q)* *(OMO- 


Enrique Soro. 
F mec SORO is a young Chilean composer-pianist of brilliant attainments, and a 


man of importance in the musical life of South America. He was born in Concepcion, 

Chile, in 1885, of a musical family, his father being a composer and pianist widely 
and favorably known in Latin America. He began to compose little pieces and play them on 
the piano when only five years old. While he was yet a youth, the Chilean Government 
pensioned him and sent him to Italy to complete his studies, and for six years he received 
instructions from Coronaro in Milan, later making successful concert tours in Italy and 
France. He returned to his native land in 1905, and is now Director of the Conservatory of 
Music of Santiago and also conductor of a symphony orchestra in that city. 


Duo-Art Records by Enrique Soro 


Pomme PPASSIONATA . = . 2. «> s+ «© s' + Soro 57678 2.00 
[hMeem@evissTIONON ACHILEAN THEME. . . . . Soro 57787 1.75 
SOG ANTE 2 lel Soro 57776 1.50 


=e5(0)* «OM: 
Duo-Art Records by Raoul Laparra 


THE BULLFIGHTERS (Paseo), Spanish Rhythm No. 7 .  . Laparra 59288 2.00 
FLAMENCO SONG (Calesera), Spanish Rhythm No. 4 Neeilaparraes 5/227 1.75 
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DUO-ART PIANO MUSIC 


Elisa I avarex-de Storer 


LISA TAVAREZ-DE STORER is the daughter of Manuel G. Tavarez, foremost of 
EB Porto-Rican composers, and was born in Porto Rico and nurtured in a musical atmos- 
phere. After several years of study under the direction of her father, she went to 

Spain and took the pianoforte course at the Royal Conservatory of Madrid. She made a 
successful appearance as a concert pianist in Paris, as well as in several Spanish cities, and 
won great popularity throughout Cuba and Porto Rico before coming to the United States. 


A Duo-Art Record by Elisa Tavarez-de Storer 
MARGARITA . ; : : : ; .  Tavarez 59766 1.50 


-25Q)° “Oro 


Carlos ‘Valderrama 


ARLOS VALDERRAMA was born in Peru in 1892 of a musical family, and one dis- 

'& tinguished in political affairs in that South-American country. He was intended by 

his father for a business career and was sent to Cornell University to-be trained as 

an electrical engineer, but he found music more to his liking. His pieces are based on Inca 
melodies. 


Duo-Art Records by Carlos Valderrama 


ECGHOES.OF THE-ANDES® ene oes Valderrama 64498 2.00 

INCA NOCTURNE (Nocturna Incaica, No. 5) sfeulaet cad aes Valderrama 61918 2.00 

INGA RHAPSODIE, Ors ily Nowe : : ay é Valderrama 63939 2.25 

PERUVIAN TRISTE ; 3 ; : : : : , ; Valderrama 63327 1.75 
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By AGNES MOORE FRYBERGER 


Educational Director, St. Louis S yin phony Orchestra 
Author of ‘‘Listening Lessons in Music’ 
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I should reply without hesitation, ‘‘a Duo-Art Reproducing Piano with a carefully 


r I were asked the most important investment a young couple with children could make, 
chosen collection of music rolls.”’ 


Entirely aside from the genuine and wholesome enjoyment which grown-ups derive 
from the Duo-Art, entertainment which varies from the intellectual feast of listening to 
Hofmann or Lamond play a Beethoven Sonata, to a stirring Ballet Russe composed and 
played by Stravinski himself, is this instrument’s potent and beneficial influence on Bees 

Character building cannot begin too coer ST eRe een Gah | 

sean et | insng OR =f 
early. We realize today that a child is first Os 
of all an emotional being, and are con- 
sequently careful to provide influences that 
will stir the right emotions. If we can in- 
still an appreciation of and desire for good 
music most of which expresses tender and 
beautiful sentiments, we have conferred a 
blessing that will last through life. 


If it is our desire, as with so many 
parents, that our children should enjoy the 
advantage of music as an accomplishment, 
we can do nothing better than to provide 
a home musical atmosphere. The hours of, 
ptactice are naturally more or less irksome. 
Unless they are lightened by the ambition 
to produce loved and desired effects, they 
are only too apt to be perfunctory and 
unproductive. 


All this is so obvious that I look to Me 


see the time when practically every home, i) 
AGN 
Bee, home with children, is (RD eT 


equipped with a Duo-Art. : AGNES MOORE FRYBERGER 
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DUO-ART PIANO MUSIC 
#080) 


*©rror 


For the children’s hour, I have selected’ the fifty following pieces. They do not, of 
course, begin to exhaust the possibilities, but will serve, rather, as a key or chart to further 


additions to the home library. 


(1) Old-fashioned songs which the whole family can sing. 

(2) Simple primary songs, and singing games. 

(3) Folk songs and dances, plain marches, hymns. 

(4) Small masterpieces with contagious melody, which can be sung or whistled. 
(5) Pieces with titles which suggest a story, and therefore call for imagination. 


Familiar Songs for the Family 


Aut Turo’ THE Nicut; ANNIE Lauriz 

Tue Quittine Party; Otp Forks at Home : ; 

Drink TO Mz Onty WitH Tuine Eyts; Ftow Gent iy, at AFTON ; 

My Otp Kentucky Home; Bevizve Me Ir Att Toosz ENDEARING YOUNG CHARMS 

Fourtu or Jury Mepuey (Song Roll): America; Tue Girt I Lerr Beninp Mg; etc. 

Mep.ey oF PLANTATION SONGS ‘ . ; : ; : ; ‘ : , Foster 
Meb ey or Scotcu SoNGs ; : A f 

Sones or Sunny ITAty; Funicu 1; Cuvee O Sorz Mit etc. 


Small Songs for Children 


StumseR Boat; Tue Saitors; THe River (Gaynor Songs) 
Tue Litrte SHormaxer; Tue Giants; Pit-a-Pat (Gaynor Songs) 


Singing Games, Folk Songs and Dances 


Dip You Ever Szz a Lass1zE; THE Murrin Man; Loosy Loo; Toe FArMesr IN THE DELL . 

Ten Litre Inprans; Oats, Beans, Peas AND BarLtEy Grow; THE KiING oF FRANCE; etc. ; 
Lonvon BripGeg; YANKEE Doop1E; Ou, Dear, WHat Can THE MatTTER Beg; Potty, Put TrHE KettLzE ON 
CominG Turo’ THE Ryg; Pop, Gozs THE WEASEL; JINGLE Betis; THE CAMPBELLS ARE COMING 


Marches and Hymns 


American Patroxt (Meacham). (Includes Cotums1a, Gem oF THE Ocean, Dix1z, YANKEE DoopDLe.) 
STARS AND STRIPES FOREVER. : ‘ : : 4 : : : 4 F ; Sousa 
PARADE OF THE WOODEN SOLDIERS . : : , : : : : Jessel 
Pomp aND Circumstance (Elgar). (Contains ‘‘Hopz anp Gtory,’ hich everyone likes to sing.) 
Mep.ey or Hymns; Nzarer My Gop To Tuee; Asipe WitH Mg; Rock or AGEs; ONWARD CHRISTIAN 


SOLDIERS 
Small Masterpieces With Contagious Melody 
HuMORESQUE . ; : ; ; ‘ , 2 : : 3 ; ; : : Dvorak 
BaRCAROLLE . ; : : : : é ; F , : 2 ; ; Offenbach 
AMARYLLIS ; F : ‘ ‘ : , é " : : : ‘ ; ; Ghys 
Marcuge MiritTarre . . : . ; : ° : a , : d A . Schubert 
Metopy INF . ; : : : : . : : : : : ; F Rubinstein 
MInvETING . : ; : ; : : : : 5 3 : : Beethoven 
Eveninc Star Sona, from ‘ eT anohauser’ ; : : d : ; : ; . Wagner 
SPRING SONG . ‘ : ‘ ; ; : : : . A F : . Mendelssohn 
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101806 
101916 
101826 
101906 
101648 
60228 
61798 
64849 


65959: 
101448 


101980 
102068 
102178 
102388 


CHILDRENS HOUR WITH THE DUO-ART 


eS) Grice 
Pieces Which Call for Imagination 

Tue Bears; THE Dracon Fry; Tue Winn; Tue Steam Cars. : ; : ; . Gaynor 66198 
Dream Music, from ‘‘Hansel and Gretel’’ : : : ; ‘ : ; . Humperdinck 65878 
Funerat Marcu or A MarionerreE . ; : : ‘ j : ‘ , ; . Gounod 64038 
Narcissus. (Tell story.) . ’ : ; : : ae ‘ : ) ere Nevin 58768 
Wattzinc Dott. ; ‘ : : 3 ; ; d ; ‘ : ; .  Poldini 66499 
By THe Brook . : gale ‘ ; , : : ; : 5 : , . Boisdeffre 66126 
DANCE OF THE GNOMES... . ; : : ; ; ; ; ‘ : ; : Liszt 67930 
Bruze Danuse WatLTzes . : : ; : : : ‘ : : J. Strauss 15015 
INviyvATION TO THE Dances. (Hear re two voices.) . ; : : ‘ ; ; ‘ Weber 59840 
BapinacE. (Explain word and listen for two voices.) . : : : : : . Herbert 56947 
Jusa Dance. (Explain this Negro dance, and ‘‘patting Juba’’) : : ‘ : ‘ Dett 6339-4 
Micuty Lax a Ross. (Tell words.) , : 3 ‘ : Nevin 100215 
By THE Waters or MinneTon«ka. (Tell story of Tne Tribes of Sun sere Micon ) . Lieurance 10166 
Country GARDENS . ; : sa ape : j : : : : : . Grainger 6149-4 
Anttra’s Dance (Morning) . : : : F ; : : : : : : Grieg 6522 
Anvit Cxorus, from ‘‘I] Trovatore’’ : J E : : ‘ 5 : : 3 Verdi 64120 
Gonvottrrs, from ‘“‘A Day in Venice’. : : ; , : : ; 5 ; Nevin S717 
SpanisH Dance (Bolero) ‘ . f : ; - : : : 3 : Moszkowske 58598 
Or Brer Rassit ; 5 ‘ : : é : : ‘ . MacDowell 63050 
Ka erposcorE SUITE FOR ee LonDoN eee ScENEs: PuNcH AND Jupy; Hurpy 

Gurpy; A Rocxine Horsg; etc. , : ‘ : A ‘ : : : . Goossens 67508 
TURKEY INTHE STRAW. ; : : : : i . ; : : : : Guion 6444-3 
BUTTERFLY ‘ ; 5 : : ' : : : 4 : : ; 5 : Grieg 59986 
From AN INDIAN LopcGE . : , ‘ ; é , : : : : ‘ MacDowell 57307 


Nore: In all music of this class, have the child tell what the music is about. When 
there is definite story, as in Narcissus, Anitra’s Dance, etc., tell it to the child. 
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STANDARD SONGS 


BALLADS AND HYMNS 


: AAA 


TITLe 
ABIDE WITH ME 
SOFTLY NOW THE LIGHT OF DAY 
ABSENT (Key G) 
ADESTE FIDELES (Oh, Come, All Nie Faithful) 
ADESTE FIDELES (Oh, Come, All Ye Faithful); 
HOLY GOD, WE PRAISE THY NAME. Arr. by 
Novello 


AH, MOON OF MY DELIGHT, Faison Ta! a poise 
Garden’’ 


ALL THROUGH THE NIGHT Welsh Folk Song); 
ANNIE LAURIE 3 

ALOHA OE (Farewell to Thee) 

ALWAYS 

AMERICA . : 
STAR SPANGLED BANNER, “THE 

AN IRISH LOVE SONG, Op. 22. Key E 

ANNIE LAURIE; 

ALL THROUGH THE NIGHT (Welsh Bol scne 


ANNIE LAURIE (Irish Melody); 
LAST ROSE OF SUMMER. Key E-flat 


ANNIE LAURIE 
ANSWER (Song Roll) 


APRIL FOOL; 
LHe DIPAG TREE, 


AT DAWNING : 
AT PEACE WITH THE WORLD . 
AUF WIEDERSEHEN (Good-Bye) . 
AUF WIEDERSEHEN (Until We Meet Again), on 52 
AULD LANG SYNE (Old Scottish Air) 
BONNIE DOON (Old Scottish Air). Key G 
AVE MARIA, Op. 52, No.6... 
BALLGEFLUSTER (Ball-Room Whispers) Or. Tie 
No. 2 (Alto or Baritone) 


BALL-ROOM WHISPERS Ballgeflstr, Or. 73s 
No. 2 (Alto or Baritone) 


ComposER 
Monx | 
Wener { 


MeEtTcALrF 


LEHMANN 


ScoTr 
Lin1voKALANI 
BrerLin 
Carey | 
SMITH 

Lane 


\ 
f ScoTr 


ScoTrT | 


Moore 
ScoTrT 
Rosyn 


| GARTLAN 


CaDMAN 
BERLIN 
ROMBERG 
LizBE 


I 


SCHUBERT 


Meyer-HetmMunp . 


Meyer-HELMuUND . 


{408 } 


(SONG ROLLS, WITH WORDS) 


PLAYED BY 
Erno Rapee 


Erno Rapee 
. Robert Armbruster 


George H. Gartlan 
. Robert Armbruster 


. George H. Gartlan 
Ed. London 
. Robert Armbruster 


. George H. Gartlan 


. Oscar Haase 


George H. Gartlan 


Ina Warwick Polson 


Marghee Knaffl 
Felix Arndt 


. George H. Gartlan 


Charles W. Cadman 
Phil Ohman 

. Robert Armbruster 
. Oscar Haase 


Ina Warwick Polson 


. Robert Armbruster 
Genevieve Pitot 


Genevieve Pitot 


a 


a7, 


Vos 
Sr 


axe 


" 


i 


exe ein ‘ YZ y 


uaa MRE DETDRE DOC EC SECEGUGbEGELocunUcnsadancccsassadauaaaaespaassasaadacesaaadaaasaaGaacGasercdal: pas ee 


Rot No. 


100777 


100925 
102765 


101876 
102725 


101806 
100935 
102965 


101836 
101455 
101806 


100597 


101305 
100465 


102125 


102995 
103025 
102185 
101705 


100617 
102835 


102615 


102615 


STANDARD SONGS, BALLADS AND HYMNS 


=e5(@)* 
TitLz 
BARCAROLLE, from “‘Tales of Hoffman”’ 
THE LOST CHORD 
BEAUTIFUL ISLE OF SOMEWHERE 
BEAUTY’S EYES (Song Roll) 
BECAUSE (Song Roll) 
BECAUSE I LOVE YOU, DEAR 
BECAUSE I LOVE YOU, DEAR 
BEDOUIN LOVE SONG . 
BELIEVE ME IF ALL THOSE ENDEARING 
YOUNG CHARMS 
MY OLD KENTUCKY HOME 
BELIEVE ME IF ALL THOSE ENDEARING 
YOUNG CHARMS 
GARRY OWEN (Irish Folk- en 


CoMPosER 

\ 
OFFENBACH 
SULLIVAN 


FEaris 


Tosti 


D’ HARDELOT . 


HAWwLey 
HAWLEY 


PINsuTI 


Moore; . 
Foster | 


Moore }. 


BELIEVE ME IF ALL THOSE ENDEARING 


YOUNG CHARMS 
BELLS OF ST. MARY’S, THE 
BEN BOLT 
BLEST BE THE TIE THAT BIN DS ate 

“BLOSSOM TIME” (Song of Love) 
BONNIE DOON (Key G); 

AULD LANG SYNE (Old Scottish Airs) 
BONNIE, SWEET BESSIE : 
BROWN OCTOBER ALE, from “‘Robin Hood" 
CALIFORNIA (My Homeland) 

CALM AS THE NIGHT . 

CAN’T YO’ HEAH ME CALLIN’ CAROLINE. 
CARISSIMA 

CARRY ME BACK TO OLD VIRGINNY . 
CARRY ME BACK TO OLD VIRGINNY . 
CHR isi GHiLD LEGEND, THE. Op. 54; No. 5 
CLOSE TO YOUR HEART (Arabian Love Song) 


Moore 
ADAMS 

KNEAss 
NaGELI 


RoOMBERG 


GILBERT 
Dr Koven 
Batu 
Boum 
Roma 
PENN 
BLAND 


BLAND 


TCHAIKOVSKY 


BENNETT 


COME THOU ALMIGHTY KING, Felice de a 


dini ; 
OLD HUNDRED (The Gee Ee) 


COME, YE FAITHFUL PEOPLE, COME Sees 


giving Hymn) 


ELvey 


COME WHERE MY LOVE LIES DREAMING 


(Key F) : 
COMIN’ THRO’ THE RYE (old apes Nay 
DADDY (Key A-flat) : 
DAYS OF HEARTS AND FLOWERS . 
DEAREST SPOT ON EARTH, THE 
DIRTY HANDS, DIRTY FACE 
DREAM, A 
DREAM, A 
DREAM FACES 
DREAM TRYST : ; 
DREAMING OF MY HOME, SWEET HOME 


DRINK TO ME ONLY WITH THINE EYES 
FLOW GENTLY, SWEET AFTON . 


FosTER 


BEHREND 


ToBANI-SHILKRET 


WRIGHTON 
Monaco 
BARTLETT 


BartTLeEtTrT 


HuTcHINSON . 


CAaDMAN 
O’Hara . 
ARNE | 


SPILMAN f 
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PLAYED BY 


. George H. Gartlan 


Henri Bergman 
Felix Arndt 

Felix Arndt 

. Robert Armbruster 
Felix Arndt 


Henri Bergman 


. George H. Gartlan 


Ed. London 


Elena de Marco 
. Robert Armbruster 


. Charles Gilbert Spross 


. Dion W. Kennedy 
. Robert Armbruster 


Ina Warwick Polson 
Genevieve Pitot 
Felix Arndt 

Ernest R. Ball 
Felix Arndt 

. Robert Armbruster 
Henri Bergman 
Felix Arndt 

Erno Rapee 

. Robert Armbruster 


. Oscar Haase 


. Dion W. Kennedy 


Ina Warwick Polson 


. Robert Armbruster 
Ed. London 

Erno Rapee 

Henri Bergman 
Phil Ohman 

. Frank Banta 
Felix Arndt 

. Irene di Giovanni 
Erno Rapee 

Charles W. Cadman 
Geoffrey O' Hara 


. George H. Gartlan 


Roxu No. 


101936 


102315 
100575 
100035 
100945 
100095 
102215 


101906 


100567 


101425 
102795 
100685 
102085 
102365 


100617 
102655 
100025 
103105 
100115 
101715 
102035 
100155 
101045 
103176 
101895 


100787 


100815 


100905 
100875 
100695 
102805 
101005 
101695 
100455 
101165 
100725 
100805 
102465 


101826 


bbs: 


1225 
1R25 
iL as 
IL as 
eS 


Ly 
125 
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Ib gas 
V5, 
DS, 
E25 
E25, 
IS 
1.50 
e325; 


LS 


IIS 


Las: 
15 
1225 
125, 
1225. 
1.25 
125; 
WIS 
125 
1.25 
1.25 


1.50 


DUO-ART PIANO MUSIC 


“eS(0)* 
TITLE 
DU, DU LIEGST MIR IM HERZEN ss a German 
Folk-Song 

DUNA . 
EDELWEISS. Op. 38, Ke 1 use Ballad) 
FACE TO FACE 
FAR GREEN HILLS OF HOME, THE 
FAREWELL (Vale) 
FAREWELL TO THEE (Aloha Oc) 
FIREFLY, THE (Giannina Mia) 
FLOW GENTLY, SWEET AFTON 
FLOW GENTLY, SWEET AFTON 

DRINK TO ME ONLY WITH THINE EYES 
FOR YOU ALONE 
FORGOTTEN 

“THE FORTUNE TELLER” (Gypey Toye Sone) 
FUNICULI-FUNICULA 
GARRY OWEN Clrish Folk-Song); BELIEVE ME, IF 

ALL THOSE ENDEARING YOUNG CHARMS 

GIANNINA MIA. From “‘The Firefly’”’ 
GIVE ME ONE ROSE TO REMEMBER 
GOD BE WITH YOU TILL WE MEET AGAIN 
GOD IS LOVE; 

OPEN MY EYES THAT I MAY SEE 


GOD OF OUR FATHERS . . 
AMERICA, THE BEAUTIFUL . 


GOOD-BYE 

GOOD-BYE (Auf Wide tun 

GOOD-BYE, SWEET DAY (High Moir? in ie fae. 
GYPSY LOVESONG. From ‘“‘The Fortune Teller’”’ 
HE LEADETH ME (Three Verses) 

HEART OF HER, THE (Mezzo-Soprano, in uy 
HEART TO HEART (Key A-flat) 

HOLY CITY 

HOLY GOD, WE PRAISE THY NAME; 


ADESTE FIDELES (Oh Come All Ye Faithful) } 
Arranged by Novello. 


HOME, SWEET HOME . 
HOME, SWEET HOME . 


HOPE THOU IN THE LORD 
O SOLE MIO 


HOW CAN I LEAVE THEE? aiyannses Folk- Sead 


HOW CAN I LEAVE THEE? Sand Bee 
SWEET GENEVIEVE : 


I CANNOT SING THE OLD SONGS; 
MOTHER’S OLD RED SHAWL 


I DREAM OF A CASTLE IN SPAIN (G Minor) 

I DREAMED THAT I DWELT IN MARBLE HALLS 

I HEAR A THRUSH AT EVE 

J HEAR YOU CALLING ME 

I LOVE A LITTLE COTTAGE 

I LOVE YOU IN THE SAME OLD WAY Darling 
Sue) Pe ie es 

I LOVE YOU TRULY 

I NEED THEE EVERY HOUR (Three Vereg 


CoMPOSsER 


McGitx . 
PEUSCHEL 
JOHNSON 
CoNNOR . 
RussELL . 
LILIUOKALANI 
Frimu 
SPILMAN 
SPILMAN | 
Arne | 
GEEHL 
Cow Less 
HERBERT 


DENZA 


Moore 
FRIML 
GREY 
TOMER 


\ 


Scott 
j 


W ARREN 
WarD 


Tosti 
RoMBERG 
VANNAH . 


. . HERBERT 


BRADBURY 
CaDMAN 

V ANDERPOOL 
ADAMS 


BisHopP 
BisHop 


HANDEL 
pi Capua 


TUCKER 
MovuLaNnpD | 


DavipD 
BALFE 
CAaDMAN 
MarsHALL 


O’Hara . 


BRATTON 


Jacoss-Bonp . 


Lowry 


-{ 410 


PLAYED BY 


. Oscar Haase 
Henri Bergman 

. Oscar Haase 
Henri Bergman 

. Pierre Connor 

. Robert Armbruster 
Ed. London 
Armbruster 


. Irene di Giovanni 
. George H. Gartlan 


. Robert Armbruster 

Felix Arndt 
. Robert Armbruster 
. Robert Armbruster 


Ed. London 

. Robert Armbruster 
Frank H. Grey 

Ina Warwick Polson 


. Dion W. Kennedy 


. George H. Gartlan 


Felix Arndt 

. Robert Armbruster 
Herbert Jones 

. Robert Armbruster 
Ina Warwick Polson 
Charles W. Cadman 
. F. W. Vanderpool 
Henri Bergman 


George H. Gartlan 


Marghee Knaffl 
Ernest Schelling 


. George H. Gartlan 
Felix Arndt 
Ed. London 


Fannie Votey Rogers 


Lee David 

. Robert Armbruster 
Charles W. Cadman 
. Robert Armbruster 
Geoffrey O' Hara 


. Oscar Haase 
Felix Arndt 
Ina Warwick Polson 


Rott No. 


101655 
101995 
102225 
101495 
102525 
103055 
100935 
102855 
101275 


101826 


101775 
100105 
102195 
103005 


100567 
102855 
102405 
100887 


100736 


101816 


100385 
102185 
101395 
102195 
100625 
101119 
102475 
101925 


101876 
101125 
101588 
101886 
100015 
100637 


100766 


102425 
103115 
101575 


102145 | 


102155 


101535 


100375 


100585 


STANDARD SONGS, BALLADS AND HYMNS 


+080) 
TITLE 
I PASSED BY YOUR WINDOW 
I WISH THAT I’D BEEN SATISFIED WITH MARY 
IF WINTER COMES 
IF LOVE WERE ALL 
IF YOU COULD CARE, from ‘ ne) You Were” 
IL BACIO (The Kiss), Waltz . ‘ 
VY'LL TAKE YOU HOME AGAIN, KATHLEEN 
IN A LITTLE TOWN NEAR BY (Key E-flat) 
IN A PERSIAN GARDEN (Ah, Moon of My Delight) 
IN AN OLD-FASHIONED TOWN (Key D-flat) 
IN OLD MADRID (Key C) 
IN THE GARDEN OF MY HEART 
IN THE GLOAMING ‘ 
INDIAN LOVE CALL, from * ree Marie” 


“INDIAN LOVE LYRICS”’ aes Bells and oe 
Than the Dust) . 


IT CAME UPON THE MIDNIGHT CLEAR (B. flat) 

JESUS CHRIST IS RISEN TODAY 

JESUS CHRIST IS RISEN TODAY. Adapted by Mone 
THE STRIFE IS O’ER, THE BATTLE DONE. 
Adapted by Monk. 

JUANITA (Key D) 
SWEET AND LOW . ; 

JUNE BROUGHT THE ROSES (B- flat) 

JUST A COTTAGE SMALL (By a Waterfall) 

JUST A WEARYIN’ FOR YOU : 

KASHMIRI SONG, ‘‘Pale Hands I Loved”’ 

KATHLEEN MAVOURNEEN 

KISS IN THE DARK, A, : 

KISS ME AGAIN, from ‘Mlle. Modiste” 

KISS ME AGAIN, from ‘‘Mlle. Modiste’’ 

KISS OF DESIRE, A 

LAST NIGHT (Key G) 

LAST ROSE OF SUMMER (E-flat) 

LAST ROSE OF SUMMER (Key E-flat) 
ANNIE LAURIE 

LEAD KINDLY LIGHT . 


LESS THAN THE DUST AND TEMPLE BELLS, 
from ‘‘Indian Love Lyrics’’ 


LET ME CALL YOU SWEETHEART 
LET THE END OF THE WORLD COME TO. 
MORROW . 
LILAC TREE, THE; 
APRIL FOOL ; 
LISTEN TO THE MOCKING- BIRD 
OLD OAKEN BUCKET, THE 
LITTLE GRAY HOME IN THE WEST 
LITTLE TOWN IN THE OLD COUNTY DOWN 
LOCH LOMOND (Old Scottish Air) 
LOST CHORD, THE 
LOST CHORD, THE ; 
BARCAROLLE, from ‘‘Tales Pe Hoffman’ 


CoMPOSER PLAYED BY 


BRAHE Henri Bergman 
HENDERSON . Robert Armbruster 
TENNENT Robert Summers 
PACK Genevieve Pitot 
DaREWSKI . Frank Banta 
ARDITI . Pauline Haggard 
WEsTENDOR Henri Bergman 


TurNner-Matey Florence Turner-Maley 


LEHMANN . Robert Armbruster 
SQUIRE Frank La Forge 
TROTERE Phil Ohman 
BALL . Robert Armbruster 
HarRrIsON Erno Rapee 
FRIML . Robert Armbruster 


WoopFoRDE-FINDEN RobertArmbruster 


WILLIs Ina Warwick Polson 
Ina Warwick Polson 
PALESTRINA . Robert Armbruster 


Norton-May 

B Erno Rapee 
ARNBY 

OpENSHAW Genevieve Pitot 

HANLEY . . Phil Ohman 

Jacoss-Bonp . Felix Arndt 


WooprorRDE-FINDEN Robert Armbruster 


Croucu Herbert Jones 
HERBERT . Phil Ohman 
HERBERT . Robert Armbruster 
HERBERT . Frank Banta 
FLORENTINE . . Robert Armbruster 
KJERULF Erno Rapee 
Moore Marghee Knaffl 
ee sat : Ina Warwick Polson 
Dykes Dion W. Kennedy 


WooprorDE-FINDEN Robert Armbruster 


FRIEDMAN . Robert Armbruster 
Bau Ernest R. Ball 
GARTLAN . George H. Gartlan 
HawTHORNE | pe pry 
Woopworts | 
Lour . Robert Armbruster 
SANDERS . Phil Ohman 
. Robert Armbruster 
SULLIVAN Erno Rapee 


SULLIVAN . George H. Gartlan 


OrFFENBACH 


aaa: 


Rott No. 


103135 
102885 
101565 
103015 
100675 
101846 
102115 
102415 
102725 
101405 
101015 
102005 
100795 
102485 


102338 
100865 
100895 


102947 


100707 


102495 
102895 
100285 
102015 
101175 
102675 
101725 
16205-D 
102645 
100845 
101285 


100597 
100745 


102338 
102275 
103035 


102125 


100546 


102585 
100975 
101035 
100825 


101936 


DUO-ART PIANO MUSIC 


“eS(0)+ 

TITLE 
LOVE CAME CALLING 
LOVE, HERE IS MY HEART : 
LOVE SENDS A LITTLE GIFT OF ROSES 
LOVE’S OLD SWEET SONG 
LOVE’S OLD SWEET SONG 
LULLABY (Low Voice, in B-flat) 
MADONNA, LA (Meditation Religioso) 
MACUSHLA +e on Oe. ee 
““MLLE. MODISTE”’ (Kiss Me Again) 
““MLLE. MODISTE”’ (Kiss Me Again) 
MADRIGAL OF MAY, from ‘“‘The Jest’’ 
MANDY LEE 
MARCHETA (Mexican Tee Seas 
MARCHETA 
MARSEILLAISE, LA ; 
MARYLAND, MY MARYLAND Ger G) 


““MAYTIME”’ (Will You Remember, eS 


MEMORY’S GARDEN 

MIGHTY LAK’ A ROSE 

MISSIONARY HYMN (Christian ae 
MOLLY DARLING 

MOON DREAM SHORE 

MORECAMBE (O Gentle Presence) 
MOTHER IN IRELAND (Key E-flat) . 


MOTHER O'MINE . Se 
MOTHER’S OLD RED SHAWL; 

I CANNOT SING THE OLD SONGS . 
MY DESIRE, Op. 84, No. 2 
MY FAITH IN THEE 
MY GARDEN OF MEMORY (Key C) 


MY HEART AT THY DEAR VOICE, from “‘Sampson 


and Delilah’’ 


Key D) 


CoMposER PLAYED BY 
ZLAMECNIK Phil Ohman 
SILESU . Robert Armbruster 
OpENSHAW Robert Summers 
Mo tutoy . Marghee Knaffl 
Morovia & . Henry Lange 
STITT . Margaret McClure Stitt 
SWEET . Enoch T. Walton 
MacMurroucu Robert Summers 
HERBERT . Robert Armbruster 
HERBERT . Frank Banta 
NITKE Erno Rapee 
CHATTAWAY . Oscar Haase 
SCHERTZINGER . Irene di Giovanni 
SCHERTZINGER Genevieve Pitot 


RouGeET DELIsLE 


ROMBERG 
DENNI 
NEvIN 
Mason 
Hays 
LockHaRT 
Eppy 


GriFFIn, KAHN 


and Lyman 
Tours 


Movutanp 


CAaDMAN 
WELLS 
CoNNOR . 


SAINT-SAENS 


MY HERO, from ‘“The Gacee Soldier" STRAUS 
MY HOUR Bau 
MY OLD KENTUCKY HOME Foster | 
BELIEVE MB, IF ALL THOSE ENDEARING Was 
YOUNG CHARMS . . Moore] 
MY OLD KENTUCKY HOME (Key G) Foster 
MY SUN (CO Sole Mio), Medium Voice in F pi Capua 
MY WILD IRISH ROSE . OLcoTT 
MYSTERY OF NIGHT DENNIE 
NAZARETH GouNnoD 
NEARER MY GOD TO THEE Mason 
"NEATH THE AUTUMN MOON (Key E- flat) VANDERPOOL 
NEGRO SPIRITUALS: Go Down Moses; I’m A-Roll- 
ing; Nobody Knows de Trouble I See, Lord; I Got 
Shoes To Ce re Ms, Te 
NILE NIGHT Cooke 
NON E VER (‘Tis Not Tae : Martrei 
O GENTLE PRESENCE (Morecambe) Eppy 
O SOLE MIO (Medium Voice in F) pi Capua 
{ 412 - 


Genevieve Pitot 

. Herbert Jones 

. Robert Armbruster 
Henri Bergman 
Felix Arndt 

Dion W. Kennedy 


. Charles Gilbert Spross 


Phil Ohman 
Dion W. Kennedy 


. Oscar Haase 


Felix Arndt 


Fannie Votey Rogers 


Henri Bergman 
Henri Bergman 
. Pierre Connor 


. Robert Armbruster 
. Robert Armbruster 
Ernest R. Ball 


. George H. Gartlan 


Herbert Jones 
Elena de Marco 

. Robert Armbruster 
Henri Bergman 

. Robert Armbruster 
Henri Bergman 

F. W. Vanderpool 


Eubie Blake 
James F. Cooke 
Genevieve Pitot 

Dion W. Kennedy 
Elena de Marco 


Rott No. 


102875 
102095 
101465 
101515 
100955 
101435 
S-31326 
101955 
101725 
16205-D 
100607 
101595 
101145 
102045 
102735 
101235 
102785 
102865 
100215 
101185 
100645 
102825 
101065 


101605 
100205 


100766 


102845 
101855 
102435 


102906 
102245 
103075 


101906 


101135 
101325 
102545 
102535 
103186 
101745 
102445 


100917 
102055 
101965 
101065 
101325 


*©ro-- 


Price 
1/258 
125 
25 
Nees 
ND 
25 
1.50 
a2 
25 
1.25 
75 
1.25 
125 
25 
125 
eS 

p25 
sy 
IS 
1e25 
1325 


lis 


1.25 


225 
£725 


1.50 


125 
175) 
125, 


1350, 
eS 
12S) 


1250 


E25 
125 
125 
1e25 
1.50 
1.25 
lass 


1-75 
25 
225 
25 
1.25 


STANDARD SONGS, BALLADS AND HYMNS 


TiTLe 
O SOLE MIO 
HOPE THOU IN THE LORD. 


OH, COME, ALL YE FAITHFUL (Adeste Rice) 


OH, DRY THOSE TEARS 

OH, MISS HANNAH 

OH, PROMISE ME, from ‘‘Robin Hood” 
OH, SUSANNA 

OL CAREINA. 5 

OLD BLACK JOE (Key E- ae 

OLD FOLKS AT HOME (Swanee River) 


THE QUILTING PARTY (Seeing Nellie Home) | 


OLD OAKEN BUCKET, THE 

LISTEN TO THE MOCKING BIRD 
OLD ROAD, THE : 
ON THE BANKS OF THE WABASH . 
ON THE ROAD TO MANDALAY 
ONE SWEETLY SOLEMN THOUGHT (D- ae 
ONE LITTLE DREAM OF LOVE 
ONWARD CHRISTIAN SOLDIERS (Key F) 
OPEN MY EYES THAT I MAY SEE; 

GOD IS LOVE ‘ 

“ORANGE BLOSSOMS”’ (A ae in te DED 

PAL OF MY CRADLE DAYS 
“PALE HANDS I LOVED” (Kashmiri Sone 
PALE MOON, A-flat (An Indian Love Song) 
PALMS, THE (Les Rameaux) 
PERFECT DAY, A 


QUIDTANGSPARTY, THE (tne Nellie Tome) 


OLD FOLKS AT HOME (Swanee River) 
RAMEAUX, LES (The Palms) 
RECESSIONAL, THE (Key D), Alto or Ber ae 
REMEMBER i 
RIMPIANTO (Serenade) : 

“ROBIN HOOD” (Brown October Ale) 
“ROBIN HOOD”’ (Oh, Promise Me) 
ROCK-A-BYE BABY 
ROLLING DOWN TO RIO 
ROSE IN THE BUD (Key D-flat) . 
“ROSE MARIE”’ (Indian Love Call) 
ROSES OF PICARDY 
‘SAVIOUR, AGAIN AT THY DEAR NAME 
SERENADE (Rimpianto) 
SHALL WE GATHER AT THE RIVER 
SHEPHERD, SHOW ME HOW TO GO (D-flat) 
SILVER SWAN, THE : 
SILVER THREADS AMONG THE GOLD 
SING ME TO SLEEP 
SMILIN’ THROUGH (Key E- fa 
SMILIN’ THROUGH (Key E-flat) 
SO AM I (Ballad from ‘‘Lady, Be Good’’) 


SOFTLY NOW THE LIGHT OF DAY 
ABIDE WITH ME hee 


CoMposER 
DI Capua | 
HANDEL f 


DEL RIEGO , . 
DEPPEN 


Dr Koven 


CooKE 
.  FosrTer 
\ FosTER 
WoopworTH ) 
HAWTHORNE { 
ScoTT 
DRESSER . 
SPEAKS 
AMBROSE 
GoRDON 
SULLIVAN 


f Scott 


HERBERT 
Ax PIANTADOSI 


W 0ODFORDE-FINDEN 


LoGaN 
FAuRE 
Jacoss-Bonp . 


FosTER 


FAuRE 

Dr Koven 
BERLIN 
TOsELLI 
Dz Koven 
Dr Koven 


GERMAN 
ForsTER . 
FRIML 
Woop 
Hopkins 
TOsELLI 
Lowry 


MisssNER 
Danks 
GREENE . 
PENN 
PENN 
GERSHWIN 


WeseR | 
Monk i 


Sane 


PLAYED BY 


. George H. Gartlan 


. Robert Armbruster 

Felix Arndt 

’. Robert Armbruster 
Felix Arndt 

. Robert Armbruster 

James Francis Cooke 


Marghee Knaffl 
. George H. Gartlan 


Erno Rapee 


. Oscar Haase 
. Oscar Haase 
. Robert Armbruster 
. Robert Armbruster 


Henri Bergman 
. Dion W. Kennedy 


. Dion W. Kennedy 


Phil Ohman 
Phil Ohman 
Armbruster 
. Robert Armbruster 
Henri Bergman 


Felix Arndt 
. George H. Gartlan 


Henri Bergman 

Ina Warwick Polson 
Phil Ohman 

Henri Bergman 
Felix Arndt 

Felix Arndt 
Marsghee Knaffl 

. Robert Armbruster 
. Alfred Rienzo 

. Robert Armbruster 
David Pesetzki 

Ina Warwick Polson 
Henri Bergman 
Herbert Jones 

. Dion W. Kennedy 
. W. Otto Miessner 
Georges Favier 
Herbert Jones 
Arthur A. Penn 

. Herbert Jones 
George Gershwin 


Erno Rapee 


Rott No. 


101886 


102765 
100185 
103045 
100405 
101025 
101975 
101205 


101916 


100546 


101765 
101665 
101865 
100985 
103195 
101095 


100736 


102675 
102575 
102015 
101475 
101505 

58025 


101916 


101505 
100656 
102745 
102305 
100025 
100405 
101155 
103085 
100555 
102485 
101755 
100715 
102305 
101615 
101085 
102555 
100075 
101675 
102455 
101255 
102625 


100777 


DUO-ART PIANO MUSIC 


*e50)* 
Trae CoMPposER Prayep By Rott No. 
SOLDIER’S FAREWELL, THE KINKEL 

WARRIOR BOLD, A Apams Erno Raper: laa 
SOMEWHERE IN THE WORLD . AYER Genevieve Pitot 102355 
SONG OF INDIA, from *‘Sadko”’ Rimsky-KorsakoOrrF Armbruster 103145 
SONG OF LOVE, from ‘Blossom Time’’ ROMBERG . Robert Armbruster 102365 
SONG OF SONGS, THE d Moya Henri Bergman 102165 
SONG OF THE SOUL, from ‘‘The Climax’ ; BREIL Genevieve Pitot 102915 
SONGS MY MOTHER TAUGHT ME Dvorak . . Robert Armbruster 103095 
SPANISH CAVALIER, THE (Old Spanish ae . Robert Armbruster 101295 
STAR, THE (Key D-flat) RoGeErs Eleanor Shaw 102568 
STAR SPANGLED BANNER ee B= flat) SMITH Rudolph Ganz 101265 
STAR SPANGLED BANNER, THE SMITH 

AMERICA . aoe . George H. Gartlan 101836 
STEIN SONG BuLLARD Felix Arndt 100065 
THE STRIFE IS O’ER, THE BATTLE DONE. 

(Adapted by Monk) 

JESUS CHRIST IS RISEN TODAY. (Adapted by PALESTRINA . Robert Armbruster 102947 

Monk) 

SUNRISE AND YOU PENN Henri Bergman 102325 
SUNSHINE OF YOUR SMILE, THE Ray Phil Ohman 100965 
SUNSHINE THAT FILLS MY WORLD, THE . BALL Ernest R. Ball 103165 
SWEET ADELINE ARMSTRONG . Frank Milne 101075 
SWEET AND LOW . BARNBY . Georges Favier 100195 
SWEET AND LOW . BaRNBY j 

JUANITA Stee Emo Rape: 100s 
SWEET GENEVIEVE TUCKER . Robert Armbruster 102635 
SWEET GENEVIEVE; . Tucker 

HOW CAN I LEAVE THEE crieeiaeig Folk- | Ed. London 100637 

Song). 

SWEET PEGGY O'NEILL WALDROP Uda Waldrop 101335 
SWEETEST STORY EVER TOLD STULTS Henri Bergman 101785 
SWING LOW SWEET CHARIOT AND STEAL “AWAY . Robert Armbruster 101345 
SYLVIA SPEAKS . Robert Armbruster 102665 
TALE THE TULIPS TOLD, THE Cer E- ape SMITH Bud Earl 101545 
TEMPLE BELLS AND LESS THAN THE DUST. 

From ‘“‘Indian Love Lyrics’’ WoopFroRDE-FINDEN Armbruster 102338 
THANK GOD FOR A GARDEN . : DEL R1EGo . Robert Armbruster 101685 
THANKSGIVING HYMN (Come, Ye Tee pee 

ple, Come) 2 ee LL Re Ina Warwick Polson 100815 
THAT WAS YOU AND ONLY YOU : é Rees . William H. Rees 102375 
THEN YOU'LL REMEMBER ME, from ‘‘The Bo- 

hemian Girl”’ BALFE Henri Bergman 102975 
THINK, LOVE OF ME GREY Frank H. Grey 102595 
THOSE SONGS MY MOTHER USED TO SING SMITH . Herbert Jones 101195 
THREE FOR JACK SQUIRE . Robert Armbruster 102255 
THREE FRENCH SONGS eure = Gone 

Pitot): 

BEAU SOIR (Evening Fair) : Desussy 

L’ADIEU DU MATIN (Farewell at Mon PEssARD Genevieve Pitot 103128 

L’HEURE EXQUISE (The Enchanted Hour) Haun 
THY BEAMING EYES, Op. 40, No. 3 MacDowELt . . Herbert Jones 101525 
THY WILL BE DONE PENN Arthur A. Penn 103155 
"TIS NOT TRUE (Non E Ver) MatTEI Genevieve Pitot 101965 
TOMMY, LAD! ‘ MarGETSON Henri Bergman 102775 


eye 


1125 
1,25: 
1.25 
1.25 


STANDARD SONGS, BALLADS AND HYMNS 


TITLE 
TOO MANY PARTIES, TOO MANY PALS 
"TWAS THE NIGHT BEFORE CHRISTMAS 
UNTIL WE MEET AGAIN (Auf Wiedersehn), Op. 52 
VALE (Farewell) 
WARRIOR BOLD, A : 
SOLDIER’S FAREWELL, THE 
WEST OF THE GREAT DIVIDE . 
WHEN : 
WHEN THE ROLL Is CALLED UP YON DER 
WHEN THE SUN GOES DOWN (B-flat) 
WHEN YOU AND I WERE YOUNG, MAGGIE 
WHERE DAWN AND SUNSET MEET; 
WHERE DROWSY WATERS STEAL 
WHERE MY CARAVAN HAS RESTED 
WHERE THE RIVER SHANNON FLOWS 
WHISPERING HOPE : 
WILL THERE BE ANY STARS IN MY CROWN? : 
WILL YOU LOVE ME IN DECEMBER AS YOU DO 
IN MAY? 
WILL YOU REMEMBER? Seat) Poa May. 
time’’ e 
WORLD IS WAITING FOR THE SUNRISE, THE 
YOUR EYES HAVE TOLD ME SO 
YOU REFUST A FLOWER FROM AN OLD 
BOUQUET . 


CoMPosER 
HENDERSON 
SMITH 
LizBE 
RussELL . 
ADAMS 
KINKEL | 
Bau 
BENHAM 
Brack 
PENN 
BUTTERFIELD 


LIzURANCE 


Lour 
RussELL . 


HAWTHORNE . 


SWEENEY 
Bau 
ROMBERG 
SEITZ 


BLaAvurFuss 


DENNIE 


-{ 415 F- 


PLAYED BY 
. Phil Ohman 
Henri Bergman 
. Oscar Haase 


. Robert Armbruster 


Erno Rapee 


Henri Bergman 


. Robert Armbruster 
. Dion W. Kennedy 


Arthur A. Penn 
. Phil Ohman 


. Thurlow Lieurance 


Felix Arndt 
. Herbert Jones 
Robert Summers 


. Dion W. Kennedy 
. Robert Armbruster 


. Robert Armbruster 


Henri Bergman 


. Robert Armbruster 


Lillian Seller 


Rott No. 


102925 
101796 
101705 
103055 


100667 


102755 
102295 
102345 
102505 
100995 


102988 


100295 
101485 
101625 
102605 


102935 
102785 
101555 
102815 


102265 


We: Gay NOVAUVUVUUUCULCVCUCUULUOCUCLULLLCLOCLUUCCCVUVECUOUITTSIGITES: COU VUGIGIIIISIIIIIOIIIIIIESY 


= a Oi iu) SIRO a 


DUOzART 
ACCOMPANIMENT 
ROLLS 


Accompaniments for Soprano Voice 


TiTLE ComposER 
ADELAIDE, Ob. 46, B-flat BEETHOVEN 
AHLLOVE? BU IPA DAN : BEACH 
ANGELS ARE STOOPING, THE, Ka Beflat : Ganz 
AS KATHLEEN FAIR, Key E-flat (Old Irish Air) 

AT DAWNING, Key G-flat 5 CaDMAN 

AT MORNING (High Voice, in D Neve) Boyp 

AT THE WELL (High Voice) 5 oa HaGEMAN 
AUF DEM WASSER ZU SINGEN, Soprano in ie fy SCHUBERT 
AVE MARIA, Bach Prelude, Key G : Gounop 
BALLATELLA (Bird Song), *‘Pagliacci,’’ Key C LEONCAVALLO 
BIRD OF THE WILDERNESS, Key D-flat . . HorsEMAN 
THE BLIND GIRL’S SONG (La Cica) in E-flat. Ro- 

manza, from ‘‘La Gioconda”’ : PoNCHIELLI 
BOHEME, LA, Musette’s Valse Song, Key E- iby Puccini 
BUTTERFLIES, Op. 20, No. 4, Key F . SEILER 
BY THE WATERS OF MINNETONKA, Key A LizURANCE 
BY WEEPING WATERS; \ L 

BIRD AND THEBABE . . ‘(dean eames 
CELESTE AIDA (Heavenly Aida), foe ‘Aida,” Key 

B-flat > 02 See VERDE 
CHANSON PROVENCALE CE fat) Det ’Acqua 
DANNY BOY (F) WEATHERLY 
DAYBREAK, Key D-flat : SPROsS 
DOWN IN THE FOREST, from ‘‘A Gas of Life” 

Cin Ee. RonaLp . 
ECRIN (Gems), Key of G CHAMINADE 
E’ER SINCE THE DAY WHEN UNTO ‘THEE I 

GAVE ME (G Major) : CHARPENTIER 
FALTERING DUSK, THE, Op. 45, No. 1(A- heer KRAMER . 
FLOODS OF SPRING, in E-flat RaAcHMANINOFF 

Waiae 


PLAYED BY 


Bos 
Spross 
Ganz 
Rapee 
Cadman 
LaForge 
Russell 
Bos 
Rapee 
Bos 


Sesszons 


Rider 
Rapee 
Rapee 
LaForge 


Lieurance 


Bos 


Hoffman 


Seller 
Spross 


LaForge 


. Russell 


Bos 


. Wolerson 


LaForge 


SH) at Cc Se Ba 


Rozt No. 


11538 
11225-S 
10539-S 
10418-S 
10548-S 
12848-S 
12156-S 

11128 
10218-S 
10768-S 
12288-S 


12295-S 
10268-S 
10378-S 
10166-S 


11868 


12518-S 
12725-S 

11586 
10458-S 


11157 
12906-S 


11298-S 
11666 
11888 


eanedaeens see aanaoeaconecanoannan nry 


ee 


aes 


DUO-ART ACCOMPANIMENT ROLLS 


TiTLe 
Four French Songs: 
UN DOUX LIEN (Tender Ties) 
EN SOURDINE 
IL NIEGE : 
FAREWELL AT MORN : 
FUTURESTILLSHINES BRIGHTLY, THE (Pli glited 
Faith). Recitative and Cavatina alla Polacca. Key 
C. From ‘“‘Linda di Chamounix”’ 
GIPSIES, THE (Soprano and Alto Duet) 
HEARTSEASE, Op. 8, No. 2 (D-flat) . : 
eo. aad (Ojibway Canoe ee from ‘ Sine: 
”’ Key D-flat : : 
HOME (C) 
I CAME WITH A SONG (C- oe : 
IL FAUT AIMER (Love Must Be) (High, E) 
I'LL SING THEE SONGS OF ARABY, Key A-flat 
I LOVE AND THE WORLD IS MINE, Key A . 
I LOVE THEE, Op. 41, No. 3, Key C . 
IMPATIENCE (Ungeduld) 
I NE’ER COMPLAIN (CIch Grolle Rene ey B 
I PASSED BY YOUR WINDOW (E-flat) 
IRISH LOVE SONG (Mavourneen) 
ISHTAR, Key G . 
JE T’AIME I Love You) 
JOY 
KEEP ON HOPIN’ a np 


LIKE A ROSE BUD, Key F 
TO A MESSENGER, E Minor 

LITTLE DAMOZEL, THE (High, G) : 

LITTLE OLD GARDEN, THE (A- ae ee Obbli- 
gato) . 

A LITTLE SONG, Key D- ae 

LOTUS FLOWER, THE (Die Lotus Blume) Goprano 
in F) 3 ; 

LOVE AND SONG, ae A 

LOVE’S IN MY HEART, Key F 

LOVE WENT A-RIDING 

LOVELY CECELIA . 

MAH LINDY LOU, Key C MERGE 

MAMMY’S SONG, Key A-flat 

MARGARET AT THE SPINNING WHEEL, Or. js 
(Soprano) In D Minor 

MAY MAGIC, 3 E-flat 

MIMI’S SONG, “‘They Call Me Rani 
Boheme,’’ Act I (Key D) 

MORNING (D Minor) 

MORNING HYMN, Op. 46, No. f aes E) 

NO MORE CAROLS THE SWEET NIGHTINGALE, 
Key F Major 

NON DESTARMI (1 Would ces fore ‘Rennds 
and Juliet’? (Key G). 

NURSERY RHYMES (G, High eee 

-NYMPHS AND FAUNS Sed et en Waltz 
Song. (Soprano, in E) 


* from “sha 


CoMPOSER 


DELBRUCK 
Haun 
BEMBERG 
PEssARD 


DONIZETTI 
BRAHMS 
PowELL . 


CaDMAN 
Det RizGo 
LaForce 
GANZ 
Cray 
SPROSS 
GRIEG 
SCHUBERT 
ScHUMANN 
BRAHE 
LANG 
SpRoss 
MassENET 
Scott 


Heron-MaxweELL 


LaForce 


NoveELLo 


Hewitt . 
Vooruis 


SCHUMANN 
GANZ 
WooDMAN 
BRIDGE 
WILSON 
STRICKLAND 


WARE 


SCHUBERT 
MILLER 


Puccini 
SPEAKS 
HENSCHEL 


GRETCHANINOFF 


GouNoD 
CuRRAN . 


BEMBERG 


{a7} 


PLAYED BY 


Armbruster 


Rider 
Rider 
Powell 


. Cadman 
Seller 
La Forge 
Ganz 
Shaw 
Spross 


La Forge 
Ganz 
Spross 

. Sesszons 
Rider 
Rider 


LaForge 
Eakin 


Seller 
Hoffman 


Bos 

Ganz 
Shaw 
Armbruster 
Hoffman 
Seller 
Shaw 


LaForge 
Miller 


. Hoffman 
Seller 
Bos 


La Forge 


Bos 
Rider 


Waldrop 


Rott No. 


12199-S 


12975-S 
12918-S 
11598 


11986-S 

11606 
10988-S 

11618 
10487-S 
10109-S 
10428-S 
11308-S 
11378-S 
12808-S 
11388-S 
10119-S 
12278-S 
12736-S 
12746-S 


10078-S 
11676 


11686 
12315-S 


10848-S 
11449-S 
10776-S 
12166-S 
12115-S 
11995-S 
10307-S 


10888-S 
12235-S 


12206-S 


11626 
Pay 


12438-S 


11258-S 
12215-S 


10938-S 


*(yx0-- 


Prick 


Mpls) 


1.25 
2.00 
2.00 


1.50 
1.50 
2.00 
2.00 
1.75 
We IIS. 
2.00 
2.00 
2.00 
2.00 
2.00 
2.25 
2.00 
1.50 
1.50 


2.00 
1.50 


1.50 
WSS 


2.00 
DMS; 
1.50 
1.50 
125 
eS 
ys 


2.00 
25 


1.50 
1.50 
175 


2.00 


2.00 
Ibwas, 


2.00 


DUO-ART PIANO MUSIC 


“eS(0)* 
TITLE CoMPosER Prayep By Rott No. 

NUSSBAUM, DER (Nut Tree) Op. 25, No. 3. High 

Voice in G SCHUMANN Bos 11278-S 
O COME WITH ME IN THE SUMMER ‘NIGHT, 

Op. 21, No. 2, Key E-flat . . WAN DER STUCKEN Shaw 10807-S 
OH, THAT WE TWO WERE MAYING, Or. 2 2, No. 8 

(High, A-flat) . .  NEvIN . LaForge 11638 
ONE FINE DAY, ‘‘Madama paced ke G-flat Puccin1 Bos 10748-S 
ON THE ROAD TO MANDALAY, Key E-flat SPEAKS Shaw 10737-S 
OPEN SECRET, THE (Soprano, in D-flat) WoopMAN LaForge 10857-S 
PASSING BY, in F : Purcei-FisHER LaForge 12926-S 
PIRATE DREAMS (Lullaby), it Voices in the an HuERTER LaForge 11056 
PIRATE SONG (C Minor) GILBERT Bos 12878-S 
ROADWAYS, Key B-flat DeENSMORE LaForge 12018-S 
SHADOW DANCE FROM * ‘DINORAH” MEYERBEER Bos 11518 
SHEPHERDS OF THE MOUNTAINS, THE SCHINDLER Seller 11696 
SOMEBODY LOVES ME Cox . Wolerson 11646 
SONG OF THE CHIMES (Cradle Sone) (F) WorRELL Armbruster 11656 
SONG OF THE OPEN, Key F Minor LaForcs LaForge 12458-S 
SONG OF THANKSGIVING, Key D Minor ALLITSEN Shaw 10185-S 
SONGS MY MOTHER TAUGHT-ME, Key D . Dvorak . Rapee 10568-S 
SPRING FANCY, A (High, E-flat) DENSMORE Russell 11546 
SPRING SONG OF ROBIN WOMAN, fron snags: 

wis” CaDMAN . Cadman 12128-S 
STANDCHEN Gran Sian: in F ey STRAUSS LaForge -10868-S 
STAR, THE, Key D-flat RoGErRs Shaw 10208-S 
SWEET, SWEET LADY, Key A- flat SPRoss Spross 10128-S 
TOATBULIERFEY  Keysi . Powsrn = Powell 11468-S 
WITH VERDURE CLAD, from “‘The arti: in 

B-flat HayDN Rider 12367-S 
VISSI D ARTE, La Toe Key BE flat Puccini . Bos 10728-S 
VISSI D'ARTE,* Lia Tosca) eKey:D Puccini . Bos 12268-S 
THE VOICE OF SPRING (Duet), Soprano real aie Foote LaForge 12258-S 
WHAT IS LOVE? Key D GANz Ganz 12388-S 
WHEN BLOSSOMS COME, Key D GREY Grey 12305-S 
WHITHER (Wohin), High Voice in G SCHUBERT : Bos 11288-S 
YE WHO HAVE YEARNED ALONE, Key D- es: ‘TCHAIKOWSKY Hoffman 12506-S 
YESTERDAY AND TO-DAY, Key F Minor SPROSS Spross 10438-S 

Accompaniments for Mezzo-Soprano Voice 

APRES UN REVE, Key C-Minor . Faure Bos 10478-S — 
AVE MARIA, Op. 52, No. 6, A-flat SCHUBERT Bos 11328 
AVE MARIA (E-flat) Bacu-GounopD Rapee 12758-S 
BIRTH OF MORN, THE (Dawn) on on. LEONI Rider 12765-S 
BY THE SEA (Am Meer) SCHUBERT : Bos 11558 
CRADLE SONG (Meme sopranon. (D- flat). MacFayDEN . LaForge (i576 
DEDICATION (Widmung), Key C SCHUMANN ‘ Bos 10228-S 
FIELDS OF BALLYCLARE, THE Gn G) TurNeR-MALEY . LaForge 12958-S 
GOOD-BYE, Key F . Tosti Bos 10176-S 
INVICTUS, Key G Minor HuxHN LaForge 12107-S 
I PASSED BY YOUR WINDOW (- hs) BRAHE . LaForge 12808-S 
JOY (Medium Voice, in E-flat) GauL 

THE YEAR'S AT THE SPRING, Op. 44, No. 1. ae Russell 
LOVE ETERNAL BRAHMS . Bos  “AUgia 

{as} 


DUO-ART ACCOMPANIMENT ROLLS 


aera) 
TiTLz 

MARINS D’ISLANDE (Without words), Key C 

MOON DROPS LOW, THE, Key A Minor 

MOON-MARKETING (Medium voice) 


MY HEART AT THY DEAR VOICE, 
Delilah,’’ Key D-flat 


O, COME WITH ME IN THE SUMMER ‘NIGHT. 
Opie No. 2 


OWOVE, THY HELP, oa F. om” ses os 
Delilah”’ , ae ee 


ON WINGS OF SONG, Roe FE caer 
OPEN THY BLUE EYES, Key F 
ROMANCE, Key D . 

SAPPHIC ODE, Key F 

SYLVIA (G Major) . 

WI-UM (Lullaby). 


YEAR’S AT THE SPRING, THE, Op. 44, No. 1. 
Key B-flat 


“Samson and 


CoMPosER 


FouRDRAIN 
CADMAN 


WEAVER 


SAINT-SAENS 


VAN DER STUCKEN 


SAINT-S AENS 
MENDELSSOHN 


MassENET 
Desussy . 
BRAHMS 
SPEAKS 


LIEURANCE 


Bracu 


PLAYED BY 


Armbruster 
Spross 


Weaver 
Bos 


Russell 


Eakin 


Lieurance 


Armbruster 


Accompaniments for Contralto or Alto Voice 


APRIL, MY APRIL . 

AWAKENING, THE, Key F . 

BIRD OF LOVE DIVINE (Low Voice, in B flat) 

BIRTH OF MORN, THE (Dawn), E-flat 

BLIND PLOUGHMAN, THE (Low Voice, in C) 

BRITISH GRENADIERS (Old English Song, in ©) . 

CARMEN, Micaela’s Air, Key E-flat . 

CHANSON INDOUE (Song of India, from the ae 
““Sadko”’), Key G 

CHARITY . 


CHE FARO SENZA BURIDICE @ tc: Tie With- 
out My Euridice), from “‘Orpheus”’ Soe C) 


EILI; EILI 

GIPSIES, THE (Soprano re Nie eee 

GOD TOUCHED THE ROSE (Violin Obbligato) 

HONEY CHILE, Key in E-flat : 

LORD IS MY LIGHT, in B-flat 

LINDY, Key B-flat Ak eM, @. 

OMBRA MAI FU, from ‘‘Xerxes,”’ E-flat 

PASSING BY Cin F) avgek: 

REST IN THE LORD (‘“‘Elijah’’), Key c 

ROSARY, THE, Key B : 

SITTIN’ THINKIN’ oes Old | Shepherd s Song) 
(D-flat) 

SYLVIA CG Major) . 

TREES 

THE VAIN SUIT Oictgebliches peadhes (Key G) 

WANDERER, THE (B Minor) ; 

WANDERER, THE, from the Family Club Phy 

Sine Hacienda, in A 

WHERE MY CARAVAN HAS RESTED, ite Ro- 

many Songs,”’ in E-flat : 


MILLIGAN 
SPROss 
Woop 
LzonI1 
CLARKE 
(Anon. ) 


Bizet 


Rimsky-KorsaKOFF 


HaGEMAN 


Giuck 
SANDLER 
BRAHMS 
BRown . 
HuERTER 
ALLITSEN 
SPROSS 


HANDEL . 


PurcELL-FIsHER 


MENDELSSOHN 


NeEvIN 


FisHER 
SPEAKS 
RasBacu 
BRAHMS 


SCHUBERT 


W ALDROP 


Lour 


Hee 


Rider 
Spross 
Rider 
Rider 
Armbruster 
Shaw 
Ganz 


Armbruster 


Rider 


LaForge 
Summers 
Rider 
Seller 
Seller 

Bos 
Spross 

; Bos 
. LaForge 
. Bos 

. Bos 


Seller 
Eakin 
Rider 
. Bos 
| BS 


Waldrop 


LaForge 


Rou No. 
11016 


10798-S 
11456 


10688-S 


12866-S 


10819-S 
10198-S 
10278-S 
10348-S 
10558-S 
12716-S 
11478-S 


10786-S 


12146-S 
10096-S 
12448-S 
12765-S 
12886-S 
11247-S 
10059-S 


10956 
12246-S 


12898-S 
101355 
12918-S 
11706 
12096-S 
12378-S 
10086-S 
11348 
12926-S 
11268-S 
10248-S 


11726 
12716-S 
12186-S 
11318-S 

11738 


11035 


11118 


DUO-ART PIANO MUSIC 


“+0&€G)* 
Accompaniments for Tenor Voice 

TITLE CoMPposER 
ADELAIDE, Op, 46.(B-flat) <3 BEETHOVEN 
AH! MOON OF MY DELIGHT, from “‘In a Persian 

Garden Clenor in,G ae LEHMANN 
AS KATHLEEN FAIR. Old Irish Air, Key in BE ar Lan eee 
AT DAWNING, Key G-flat_ . CADMAN 
DONNA E MOBILE (Woman so eee a 

Rigoletto. ((B)) aaa VERDI 

DREAM IN THE TWILIGHT, Or. 29, Nor 25 Key 

F-sharp : STRAUSS 
FALTERING DUSK, THE, Or. 45, Sex dl (High, * 

flat Minor) 5. KRAMER . 
I LOOK INTO YOUR GARDEN, rea A- a . . Woop 
IF WITH ALL YOUR HEARTS (Aria), Key E-flat; 

GElijahie) eae . | MENDELSSOHN 


YE PEOPLE, REND YOUR HEARTS, as F 
I'LL SING THEE SONGS OF ARABY, Key A-flat . Cray 


JE T’ AIME (CI Love You) aaa . .  MassEnet 
LITTLE BATISTE (Leetle Bateese) CE- ih) Sere Oe EN We 
O COME WITH ME IN THE SUMMER NIGHT, 

Op. 21, No. 2, Key E-flat ; . . WAN DER STUCKEN 
ON THE ROAD TO MANDALAY, ce E- i. . SPEAKS 
A REIVER’S NECK VERSE = =) oe eee GRAINGER 
SOMEBODY LOVES ME Lt ae gl ae res COR { 
THERE ISiNO DEATH ICE) =. eee O’Hara . 
WALTER’S PRIZE SONG, from “‘The Meee sing- 

ers of Nuremberg’’(KeyC) . . . WAGNER 
WHEN GOOD FELLOWS GET TOGETHER (‘ ‘Stein 

Song’’) Ke BuULLARD 
YOUR TINY HAND IS FROZEN. Rudolf s Song 

from ‘‘La Boheme”’ (D-flat) ... =. SE UCCENINE 


Accompaniments for Baritone V oice 


JXUAG, FOR YOU, from the Album: ‘‘Four Dedica- 


tions,’’ in C : ; : . Martin . 
DANNY DEEVER, Ob. 2, No. 7 (G Minor) . .  Damroscu 
FACE TO FACE ee ~- «= » «JOHNSON 
GIVE A MAN A HORSE HE CAN RIDE <<. eee OC Fike 
GRAVE IN FRANCE, Key C Minor... . GaANz 
IN THIS SOLEMN HOUR, Duet with Tenor, in 

C Minor : : VERDI 


KASHMIRI SONG (Pale Hende Lies hee. Bane 
Indian Love Lyrics’’ (without words), Key D WooprorpE-FINDEN 


THE LORD IS MY LIGHT, Key of D ee eae, ASE 
EULVABY. Blas ie. i, tie lee BeeeOTrhS 
MARINS D’ISLANDE, Key of G og A . FourpDRAIN 
O LORD, BE MERCIFUL, Op. 96, Key C Mee i.) (DART LEE 
PIRATE SONG (GMinot)—— 2 . .« 92 9% GILBERT 
PROLOGUE to ‘‘Pagliacci’’ (Baritone inC) . LEONCAVALLO 
TAKE JOY HOME, Key Gi wee = = BassETT 


Seah 


PLAYED BY 


Bos 


La Forge 
Rapee 


Cadman 
Bos 
. Bos 


. Wolerson 


Rider 
Armbruster 


Shaw 
Sesstzons 


O’ Hara 


Shaw 
Shaw 
Grainger 

. Wolerson 
O’ Hara 


. Bos 
Armbruster 


. LaForge 


Wolerson 
Bos 
Bergman 

. O'Hara 
Ganz 


. Bos 


Armbruster 
. Bos 
Stitt 
Armbruster 


Seller 


Rott No. 


11538 


10898-S 
10418-S 
10548 


11418 
11978-S 


11666 
12466-S 


12528-S 


10487-S 
12278-S 
11746 


10807-S 
10737-S 
11429-S 
11646 
11756 


12938-S 
12325-S 


11528 


11096 
12798-S 
101495 
11437-S 
10068-S 


12488-S 


11025 
12498-S 
101435 
11016 
12006-S 
12878-S 
11188 
12476-S 


2.00 


1.50 
1.50 


2.00 


La) 
2.00 
TsO 


1-75 
175 
2.25 


1.50 
1.50 


2.00 
1.25 


2.00 


lO 


2.00 
leo as§ 
oe 


DUO-ART ACCOMPANIMENT ROLLS 


+eS(0)< 
TITLE CoMPposER PLAYED BY 
TWO GRENADIERS, Op. 49, No.1. Key C Minor . Scnumann . . .  . . Bos 
WHEN GOOD FELLOWS GET TOGETHER, Ao A 
(Stein Song) : .  Butiarpd fet fee Armbruster 
WHERE MY CARAVAN HAS RESTED, eine ‘Ro- 
DECOM AUt me |. [Ce CCLRC Ww kts LaForge 
Accompaniments for Bass 
Pee. )lCCelCC Ct‘ eS CMAN lwlClfCwC.CORG 
BORDER BALLAD (A Minor) .. OMEN | ne Waldrop 
HEAR ME! YE WINDS AND WAVES, om che 
Meeeeeccipio(BassinG Minor) . . . Hanpen. . . . . Spross 
IT IS ENOUGH, from “‘Elijah,’’ in F-sharp Minor MeENpELssoHN” . .  . § Spross 
TOVEETERNAL . . DR ARMS memmele ts. Bos 
SONG OF THE TURNKEY c Minor), eae Robin 
BOO se DeKovEN . .  . Armbruster 
TAKE JOY HOME, Key C eee 3h e.. 2) (DASSETT eter. tsa hscer 
Weenie B Minor) . ¢ . . +. jSCHUBERT . . . . Bos 
Accompaniments for Quartet of Male Voices 
OheeCOLE Key Fo. —.  . SS wSCti(t:~té‘“!;*#C@Qos TE Me ca os ea ape’ 
TELL ME NOT OF A-LOVELY LASS, Key F .  ForsyTu Mas be Raper 
VIKING SONG, Key G nt ee nie ere. A AYLOR Mats Ses Wit S POSS 


Accompaniment for Chorus 
FLANDERS REQUIEM geass s footy re E 
(without words) : .  LaForcz ee ap 2:5 LaForge 
Accompaniments to Story Poems for Recitation 
THE DARK (Little Girl; Little Boy); LIE AWAKE 


eters, THE WOODPECKER . ~*~. . Fercus . . . . . Fengus 
DAY DREAMS Cwith words) (First and Second 

Violins) . eR CEROCS tam 6.) . = ., Lereys 
HIGHWAYMAN, THE Dramatic Reading oe 

Music) : Meee rencuse. . 8 |! Le Fergus 
THE OLD ‘CHEST UPSTAIRS os Se EERGUG@ MMnle ers 9  s  Lergns 
ONE, TWO, THREE; SOAP; SUGAR, PLUM TREE: 

WHY? : ERRGUS@ mks) 43,95 (« \Pergus 
TWENTY-THIRD PSALM: “The mod ie iNes 

Shepherd’’ (Religious Reading) . . PeRCUSErs ema Us 1%: 4.) Rergus 
HAPPY PRINCE, THE (Incidental Music with Ord) LEHMANN ~ 2. = Armbruster 
HOW BEAUTIFUL WERE ONCE THE ROSES, Ob. 

68, No.1 . ae : ARENSKY .  . . Armbruster 


INSTRUMENTAL ACCOMPANIMENTS 


Piano Duets 


DANSE MACABRE, Op. 40 (For two Pianos—First 

Piano Part Only) . . . SAINT-SAENS . + Waldrop 
END OF THE LESSON DUETS, Noe 1 to a Naren 

of the Knights; The Little Colleen; Fireside Folk- 

Song; In the Moonlit Garden; At Sunset; The 

Masician s Gave, Second Part Only . . . Durron. . . . «= Rider 


-4421 F- 


Rout No. 


10318-S 


12335-S 


11118 


12146-S 
11136 


11168 
10928-S 
11718 


12966-S 
12476-S 
11738 


10338-S 
10528-S 
10388-S 


11006 


1240-4-S 


12418-S 


1278-8-S 
12348-S 


1235-4-S 


12838-S 
12550-S 


12650-S 


10998 


70638 


PRICE 


2.00 


eS 


2.00 


1.50 
1.50 


2.00 
2.00 
2.00 


1.50 


1.50 
2.00 


2.00 
2.00 
2.00 


1.50 


3.00 


2.00 


4.00 
2.00 


3.00 


2.00 
2.50 


2.50 


2.00 


2.00 


DUO-ART PIANO MUSIC 


TITLE CoMPOSER Prayep py Rott No. Price 
ESPANA (Rhapsody for two meek Second Part. 
Key F CHABRIER Madriguera 10469 2.25 
HUNGARIAN DANCE, Nee ill aie: Pat Key 
G Minor BRAHMS Dambois 10828 2.00 
HUNGARIAN DANCE, aN 5; ine Peres in 
F Minor .  Braums Bauer 10500 2.50 
HUNGARIAN DANCE, fhe 6, Deine eae eet BrAHMs Bauer 12139 7 ze2s 
HUNGARIAN DANCE, No. 6, for two Pues (One 
Piano Part Only) ‘ BRAHMS Dambois 10978 2.00 
MARCHE MILITAIRE FRANCAISE, Net 4: “Suite 
Algerienne,’’ Second Part. Key G . ; SAINT-SAENS Ganz 10019 RRs 
POLONAISE, Op. 77, for two sags (First yy 
Only) SAINT-SAENS Ganz 1207-4 3.00 
REVERIE DU SOIR, A, She oe Algerienne’ ; SAINT-SAENS Ganz 10028 2.00 
RHAPSODIE MAURESQUE, No. 2, from ‘‘Suite 
Algerienne,’’ for two Bian (First Piano Part 
Only) SAINT-SAENS Ganz 10948 2.00 
SLAVIC DANCE, Or. 46, Nie Rane gs Dvorak . Bauer 70640 2.50 
SONATA, Op. 53, First Movement, Allegro con : 
spirito. (For two pianos) Second Piano PartOnly Mozart . Leginska 11068 2.00 
SONATA, Op. 53, Second Movement, Andante. es 
two pianos) Second Piano Part Mozart . Leginska 11078 2.00 
SONATA, Op. 53, Third Movement, Allegro mle 
(For two pianos) Second Piano Part Only Mozart . Leginska 11088 2.00 
WEDDING CAKE (Caprice-Valse), for two eet 
(First Piano Part Only) Rim: .  Sarnt-SAENs Cortot 11049 2.25 
Accompaniments for Violin 
ABENDLIED SCHUMANN Enesco 12988 2.00 
ADORATION (For ceo Key D Borowsky Armbruster 10917 1.75 
AIR FOR THE G STRING Bacu-WILHELMJ Sprosy. 11333 eR200 
ANDANTE CANTABILE, Op. 24, Non Ih, co D SGAMBATI Madriguera 10408 2.00 
ANDANTE, from Concerto in E Minor, Op. 64, First 
Movement—Allegro molto appassionata MENDELSSOHN Spross 10838 2.00 
ARLEQUIN (Violin or ’Cello), Key F Popper Dambois 10498 2.00 
AVE MARIA CViolin or ’Cello), Key C Bacu-GouNoD Dambois 10518 2.00 
AVE MARIA, Op. 52, No.6 . SCHUBERT DeMarco 10906 1.50 
CAPRICE VIENNOIS, No. 2 KREISLER Benoist 12028 2.00 
CAVATINA, Op. 85, No. 3, Key D Rarr Dambois 10298 2.00 
CHANSON INDOUE (Song of India), from tie Opers 
‘‘Sadko.’’ Key G ws Rimsxy-KorsAKOFF Armbruster 10956 1.50 
CONCERTO, Ob. 64, First Monee MENDELSSOHN Benoist 11488 2.00 
CONCERTO, Ob. 64, Second Movement MENDELSSOHN Benotst 11498 2.00 
CONCERTO, Op. 64, Third Movement MENDELSSOHN Benoist 11508 2.00 
CRADLE SONG, in E-flat KREISLER Seller 11878 2.00 
CZARDAS . : MontTE Madriguera 11788 2.00 
ELEGIE DES ERINNYES, Or. 10, No: 5. - Key BE. 
(Melodie) ; .  MassEnet Dambois 10148 2.00 
ITARRE ; Moszxkowsk1 : 
Se vaad VALSE BLUETTE Dae | Beis a 
INTRODUCTION AND RONDO CAPRICCIOSO SAINT-SAENS Benoist 12039 2.25 
KOL NIDREI, Op. 47, Key D Minor Brucu Dambois 10258 2.00 
LA CAPRICIEUSE, Op. 17 ELGAR Benoist 1277 Smee OO 
{anh ae 


DUO-ART ACCOMPANIMENT ROLLS 


+eS(0)* 
TITLE 


LA-FOLIA . : : 
LEGEND, Op. 17, Key G NUkoE 
LIEBESFREUD, Key C (Old Viennese Date Pee 


LIEBESLEID (Love's Rete: Old Viennese Dance- 
tunes No. 2 5 


ORIENTALE, Ob. 50, No. 9, in G Gate , 
PASSEPIED, KeyD. . 

PERPETUAL MOTION, Ob. 34, Ne 5 
POLONAISE BRILLANTE, Op. 4, D Major 
ROMANCE IN F, Op. Oo ee Cantabile 
RONDINO, Key E-flat 

SALUT D’AMOUR, Or. 12 (Love's ean ce D 
‘SCHERZO-TARANTELLE, Op. 16 

SERENADE, Key A . : 

SONATA, Ob. 8, First ener. 

SONATA, Op. 8, Second Movement 
SONATA, Op. 8, Third and Fourth geen 
SOUVENIR, KeyD. . 

SWAN, THE (Le Cygne), ey G. 

TAMBOURIN CHINOIS 

THAIS, Meditation, Key D : 

VARIATIONS ON A THEME by C eet 

WALTER’S PRIZE SONG, from ‘‘Die Meistersinger”’ 
ZIGEUNERWEISEN (Gipsy Airs) 


Acccompaniments for Violoncello 


AREEQUIN, Key F . 

AVE MARIA, Key C 

CAVATINA, Op. 85, No. 3, Key D 

CONCERTO in A Minor, Op. 33 . ; 

ELEGIE DES ERINNYES, Op. 10, No. 5, Key E 
(Melodie) : : 

KOL NIDREI, Op. 47, Key D Minos 

LIEBESFREUD, Key C . : 

MINUET FROM QUINTET IN E 

ON WINGS OF es Trans. by Liszt 

PASSEPIED, Key D . 

TARANTELLE, Op. 33, Key G 

THAIS, Meditation, Key D 


Accompaniments for Harp 


CHORAL AND VARIATIONS, Key F 


DANSES: 
(1) Danse Sacrée 
(2) Danse Profane 


INTRODUCTION AND ALLEGRO 


Piano Parts for Small Orchestra 


ALBUM, THE, Op. 34, No. 4 


L’ARLESIENNE SUITE, Part 1: nee ae Rees 
etto (For Four Hands) . 


oF 23 F 


BrzET-GRAINGER 


Praygep By Rott No. 


CoMPosER 
CoRELLI-SPALDING Benoist 
WIENIAWSKI . Spross 
KREISLER Dambois 
KREISLER Enesco 
Cure Charmbury 
DELIBES Dambotis 
Ries Benotst 
WIENIAWSKI . Benoist 
BEETHOVEN Benoist 
BEETHOVEN Charmbury 
EtGarR Charmbury 
WIENIAWSKI . Benozst 
PIERNE Madriguera 
GRIEG Benotst 
GRIEG Benoist 
GRIEG Benoist 
DrpD.La Charmbury 
SAINT-SAENS Dambots 
KREISLER Rider 
MassENET Dambois 
TARTINI-KREISLER . Benoist 
W aAGNER-WILHELMJ Spross 
SARASATE Benoist 
PopPER Dambois 
Bacu-GouNoD Dambois 
Rarr Dambots 
SAINT-SAENS . . Dambots 
MaAssENET Dambois 
Brucu . Dambois 
KREISLER Dambois 
BoccHERINI . Dambois 
MENDELSSOHN . Bos 
DELIBES Dambois 
PoppER Dambois 
MassENET Dambots 
WIDOR Salzedo 
; |Dapussy . Salzedo 
RAvVEL Salzedo 
ScHUMANN Arthur Shepherd 


Percy Grainger 


12998 
10578 
10238 


12828 
10717 
10158 
12398 
12538 
12948 
10697 
10756 
12080 
10036 
11798 
11808 
11818 
10587 
10046 
12546 
10138 
11828 
11108 
12429 


10498 
10518 
10298 
11778 


10148 
10258 
10238 
11766 
10198-S 
10158 
10358 
10138 


10399 


10969 
11838 


68058 


524-4 


2.00 


3.00 


DUO-ART 
-e&(0)* 
Tite 
ENTR’ACTE from * 
No. 12 . 
HAPPY WANDERER, THE, Or. Wh No 2D 


‘The Bells of ie aes 


IN THE WOOD, SCENE POETIQUE, Op. 56, No. 1 
ON ‘THE MOUNTAIN, SCENE or ee Op. 46, 


INow2 ae : 
TWILIGHT, frome ‘Hen inOred 


Ope 173 


PIANO MUSIC 


COMPOSER 


CoERNE 
JENSEN 
GoDARD 


GopDARD 
RUBINSTEIN 


PLAYED BY 


Arthur Shepherd 
Arthur Shepherd 
Arthur Shepherd 


Arthur Shepherd 
Arthur Shepherd 


Piano Parts for Violin Sonatas and Concertos. 


SONATA in A, Op. 100 


First Movement BRAHMS . 
Second Movement BRAHMS . 
Third Movement : BRAHMS . 
CONCERTO, Ob. 64, in E Monae 
First Movement MENDELSSOHN 
Second Movement MENDELSSOHN 
Third Movement MENDELSSOHN 
eS) *“©ro- 


CHAMBER MUSIC 


Piano Parts for Trios 


BOUREE = 
RONDO, Op. 22 


GAVOTIE, Op. 50, No. 5 
MINUETTO 


GYPSY RONDO, First Moeee Trio Na 1a 


MINUETTO, Op. 14, No. 2 
GAVOTTE 


NORWEGIAN DANCE, A- Mion Tes. 35, Non ) 
RONDO 

TRIO, No. 1, Second a Third Moveneen 
TRIO—C Minor, Or. 1, No. 3—First Movement 
TRIO—C Minor, Or. 1, No. 3—Second Movement 
TRIO—C Minor, Or. 1, No. 3—Third Movement 
TRIO—C Minor, Op. 
TRIO—D Minor, Second Movement 
TRIO—D Minor, Third Movement 


1, No. 3—Fourth Movement . 


HuMMEL 


Bacu 


SINDING 
BorRESEN 
HaypNn 


BorrEsEN 
SINDING 


GRIEG 
HuMMEL 
HaypNn 
BEETHOVEN 
BEETHOVEN 
BEETHOVEN 
BEETHOVEN 
MENDELSSOHN 
MENDELSSOHN 


String Quartet Arrangements 


QUARTET, in C Minor, Op. 18, No. 4 (Allegro) 


QUARTET, Op. 76, No. 3; Second Movement, Adagio 


QUARTET, D Minor, No. 6 (Second Movement) 
QUARTET, D Minor, No. 6 (Third Movement) 
QUARTET (Andante Cantabile) ogi 


BEETHOVEN 
HaypNn 
SCHUBERT 
SCHUBERT 
TCHAIKOVSKY 


String Quintet Piano Parts 


QUINTET, Op. 81 (Complete) 


Dvorak . 


fe iz 


Francis Moore 
Francis Moore 
Francis Moore 


Andre Benotst 
Andre Benoist 
Andre Benoist 


. Norfleet 


. Norfleet 
. Norfleet 
. Norfleet 


. Adler 
. Norfleet 
. Norfleet 
Adler 
Adler 
Adler 
. Adler 
. Norfleet 
- Norfleer 


Bauer 
Bauer 
Beebe 
Bauer 
Bauer 


Beebe 


Rott No. 


67908 
68198 
68188 


68048 
67918 


11928 
11938 
11948 


11488 
11498 
11508 


2.00 


2.00 
2.00 
2.00 


2.00 
2.00 
2.00 


2.00 


2.00 
2.00 
2.00 


2.00 
2.00 
2.00 
2.25 
2.00 
2.00 
225 
2.00 
2.00 


2.50 
3.00 
Ze2) 
2.50 
3.00 
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DUO-ART ACCOMPANIMENT ROLLS 


DUO-ART ALTERNATING RECORDS 
Drcex Alternating Records constitute a new departure in music-rolls that is of 


the greatest interest and value to piano students. In each of these music-rolls certain 

sections of the composition played by the recording artist alternate with other 
sections Cleft blank on the roll) to be played by the student. Each of these compositions 
has also been recorded in full by the same pianist who has made the Alternating Roll, and 
for purposes of study it is suggested that both records be used. 


For example, if the student will first listen to the Duo-Art’s reproduction of Pade- 
tewski’s performance of his own famous Minuet in its entirety, and then sit down at his 
Duo-Art Piano and play the Alternating Roll, he will find himself being coached by Mr. 
‘ Paderewski himself in the proper performance of his most celebrated composition. 


Thus, each of these Alternating Rolls enables the piano student to take a lesson in 
musical interpretation from some famous pianist. And he can take that lesson again and 
again, as often as he likes. When the student has sufficiently practiced one of these works, 
he can amaze and delight his friends by playing a duet with Paderewski, or Hofmann, 
or Bauer, Ganz, Grainger, Cortot, Lamond, Powell—whomsoever he may choose from 


among a dozen great pianists. 


TITLe CoMPOsER Prayep By RottNo. Price 
ARABESQUE EN FORME D’ETUDE, Op. 45, No.1  =-Lzscuerizxy . Leginska S-3099-4 3.00 
CONCERT ETUDE, in D-flat Liszt . Lamond §S-31008 2.00 
COUNTRY GARDENS GRAINGER Grainger S-31010 2.50 
FANTAISIE-IMPROMPTHU, Op. 66 . CHOPIN Bauer S-3102-4 3.00 
FRUHLINGSRAUSCHEN Lass of Spring) Op. 

32,.No. 3 . SINDING Ganz S-3103-3 2.75 
HUNGARIAN RHAPSODY, No. 11 Liszt Cortot S-3111-4 3.00 
INDIAN LAMENT, in G Minor . Dvorak-KREIsLER Moore S-31048 2.00 
LIEBESTRAUM,-No. 3 . , eis Shattuck S-31059 2.25 
MARCHE MIGNONNE eee) March), Op. 15, 

No. 2 .  Poxpini . Armbruster S-31067 1.75 
MINUET, Op. 14, No. 1° : PADEREWSKI Paderewski S-3107-8 4.00 
OLD REFRAIN, THE eer Pome? Sot KREISLER Ganz S-31140 2.50 
PIONEER DANCE. (From Suite ‘‘In the South’’) PowELL . Powell S-3108-3 2.75 
POLONAISE, in A, Op. 40, No. 1 CHOPIN Hofmann §-3109-6 3.50 
PRELUDE, in C-sharp Minor RACHMANINOFF Hofmann S-3110-8 4.00 
SCHERZO, in C-sharp Minor CHOPIN Ganz S-3112-4 3.00 
TENDRE AVEU (Romance), Op. 43, No. 2 SCHUETT . . Russell §-31138 2.00 
TO SPRING, Op. 43, No. 6 GRIEG Grainger S-3116-3 2.75 
TURKEY IN THE STRAW : GuIoN Grainger S-3117-4 3.00 
TWO LARKS, THE, Op. 2, No. 1 anaes LESCHETIZKY . Leginska S-31159 2.25 
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A 
Tavis ComposER Prayep By Rott No. 
ABENDLIED (Violin Accompaniment) ScHUMANN Georges Enesco 12988 
ABENDS, DES, Op. 12, No. 1 | , 
WARUM, Op. 12, No. 3 { ScHUMANN Ignaz Friedman 6570-4 
ABIDE WITH ME \ Monk 
SOFTLY NOW THE LIGHT OF Day JS°°8 Rl Waser Erno Rapee 100777 
ABSENT (Song Roll) ; METCALF Erno Rapee 100925 
ADAGIO, from F Minor Concerto Bacu Alfred Cortot 6330-3 
ADAGIO, Op. 3, No. 3 ENEsco Georges Enesco 67280 
ADELAIDE, Op. 46. Soprano or Te in Be ae ee 
companiment only BEETHOVEN Coenraad V. Bos 11538-S 
ADESTE FIDELES; HOLY GOD WE PRAISE THY 
NAME. Arranged by Novello ; George H. Gartlan 101876 
ADESTE FIDELES (O Come All Ye euNeb) « Robert Armbruster 102765 
ADIEU (Melodie), Or. 20, No. 1, in B- flat KorGANOFF Moissaye Boguslawskt S-30347 
ADORATION. Key D. Accompaniment (Violin) BorowskI Robert Armbruster 10917 
AEOLIAN MURMURINGS, Op. 123 " BARTLETT - John Thompson 57976 
AFTER MIDNIGHT, Ob. 27, No. 1, in E Minor Ganz Rudolph Ganz 6474-4 
AH, LOVE, BUT A DAY, Op. 44, No. 2. peas 
ment only. Key D . BEAcH . Charles Gilbert Spross 11225-S 
AH, MOON OF MY DELIGHT, Ee aes. a Peas 
Garden’’ (Song Roll) é. LEHMANN Robert Armbruster 102725 
AH, MOON OF MY DELIGHT cee in G). ron 
‘In a Persian Garden.’’ Accompaniment only LEHMANN Frank LaForge 10898-S 
‘‘AIDA’’ SELECTIONS. Battle Hymn, Act 1; Celeste 
Aida; O Terra-adio; Triumphal Scene . VERDI Robert Armbruster 66769 
AIR, Op. 49, No. 1 MacDowetLt Moissaye Boguslawski 62508 
AIR DE BALLET sen a HERBERT Carolyn Cone Baldwin 63468 
AIR DE BALEEJ Or. 30, No. 1e- CHAMINADE , . Clarence Adler 56649 
AIR DE BALLET, Op. 36, No. 5 . Moszkowsk1 . Clarence Adler 64398 
AIR FOR THE G STRING (Violin BN banenen. Bacu-WitHetMy . Charles G. Spross 11338 
AIR FROM TOCCATA SECONDO a) A. ScARraArts 
THE CAT’S FUGUE. Key F D. ScaRLATTI Alfred Kugel G77 
AIRS RUSSES (Russian Bean (Violin Accom: 
paniment) . ’ WiENIAWSKI . Andre Benoist 12709 
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ALPHABETICAL LIST OF COMPOSITIONS RECORDED FOR THE DUO-ART PIANO 


Tire 
A LA BIEN AIMEE, Op. 59, No. 2 
A LA BIEN AIMEE, Op. 59, No. 2 
A LA CUBANA, in E-flat 
Bleu PLICiIO. No. 3 ‘Libro de Bos # 


ALABAMA (Southern Melody and Dance in ace 
tion Style). Violin Accompaniment : 


ALBAICIN, EL. “‘Iberi2”’ 
ALBUM, THE, Op. 34, No. 4. Pano Part eat 


ALBUM FOR THE YOUNG, Op. 67. . 
Merry Farmer; Poor Orphan; Hunting Song; 
Knight Rupert 


ALBUM LEAF (Feuillet d’Album) 
ALBUMLEAF, Op. 2 
ALBUMLEAF Transcription, by Dees 
ALCESTE CAPRICE (Arranged by Saint-Saéns) 
ALICE. (Romance) . 


ALL FOR YOU. ‘‘Four fee eetious:’ 
Accompaniment only 


ALL THRU THE NIGHT, Welsh Folk Song ANN 1E 
LAURIE (Song Roll) ; 


ALLEGRO CON BRIO (Etude), Op. 64, no 2 

ALLEGRO DE CONCIERTO. 

ALLEMANDE, GAVOTTE and MUSETTE, Or. 1 

ALOHA OE (Farewell to Thee) (Song Roll) 

ALP-MAID’S DREAM, Ob. 45, Idyll 

ALPINE STORM, Op. 105 

ALWAYS (Song Roll) ; 

AMARYLLIS (Air de Louis XI, Arranged by 
Henry Ghys : 

AMERICA (National Hymn) coe Roll) . 


AMERICA, THE BEAUTIFUL Song ae 
GOD OF OUR FATHERS 


AMERICAN CLOG DANCES: 
There Was An Old Man; Swanee; Reuben Taps; 
Dixie. From Clog and Character Dances and the 
Clog Dance Book. Arranged by Ruth Garland . 


AMERICAN INDIAN RHAPSODY dae Themes ee 
Thurlow Lieurance) . : 


AMERICAN PATROL MARCH . 

AMOUREUSE . 

ANDALUZA 

ANDANTE APPASSIONATO : 
ANDANTE CANTABILE (From Quartet), font ilaee 


ANDANTE CANTABILE, Op. 24, No. 1. Violin Ac- 
companiment 


ANDANTE, from Gente in E wine Or. 64 ae 
Violin) abe: 


ANDANTE. From Organ Pree. in E Mines 


ANDANTE SPIANATO and POLONAISE, Op. 22. 
Arranged by Liszt 


ANDANTINO IN D-FLAT 
ANDANTINO IN D-FLAT (Novello i Ses 


ANDANTINO IN G MAJOR, 
TOCCATA NONA 


” Medium in C. 


ComMposER 
SCHUETT . 
SCHUETT . 
GRANADOS 


» GRANADOS 


SPALDING 
ALBANIZ 


Puayep sy Rott No. 


Harold Bauer 


Carolyn Cone Baldwin 


David Pesetsky 
Flora Mora 


Andre Benotst 


. Arthur Rubinstein 


SCHUMANN-Wi1son = Arthur Shepherd 


ScHUMANN 


CHABRIER 


MoszxkowskI1 . 


MERKEL . 
Giuck 
ASCHER 


Martin . 


ScoTT 

ScoTT 
GRANADOS 

Dp’ ALBERT 
LILIOUKALANI 
LABITsKy 
KuNKEL . 


BERLIN . 


Guys 


CAREY 


WarRD | 


WARREN 


OrEM 
MzAcHAM 
BERGER 
Faia 
Soro 


TCHAIKOVSKY 
SGAMBATI 


MENDELSSOHN 


Bacu-S1Lotr . 


CHOPIN . 
LEMARE . 
LEMARE . 


Rossi | 


SCARLATTI 


orp 


Harold Bauer 


Alfred Cortot 


Alexander Lambert 


Rex Battle 


Gutomar Novaes 


. Charles G. Spross 
Corinne Wolersen 


George H. Gartlan 


Harold Henry 


Paquita Madriquera 


John Thompson 
Ed London 


Fanny V. Rogers 


Genevieve Pitot 


Robert Armbruster 


Karl Rackle 
Rudolph Ganz 


George H. Gartlan 


Ruth Garland 


Harold Lewis 
Mills &% Brooks 
Genevieve Pitot 
Maria Carreras 
Enrique Soro 
Harold Bauer 


Paquita Madriguera 


Charles Gilbert Spross 


Alexander Siloti 


Alfred Cortot 
Uda Waldrop 


. Edwin H. Lemare 


Alfred Kugel 


6986-4 
63119 
62898 
64327 


12598 
6204-4 
68058 
6251-5 


69690 
63208 
63607 
6216-4 
59908 


11096 


101806 
62259 
58308 

S-30298 

100935 
63129 
67998 

102965 


62746 
101215 


101816 


68808 


68067 
65418 
66996 
67818 
57678 
6717-4 


10408 


10838 
66329 


6365-6 
S-30468 
66779 


68530 


*“©rro- 


Price 
3.00 
2.25 
2.00 
7D 


2.00 
3.00 
2.00 
3225 


2-50 
2.00 
iS 
3.00 
2.00 


1.50 


1.50 
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2.00 
2.00 
1S} 
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2.00 
1.25 


1.50 
E25 


1.50 


2.00 


Mags, 
2.00 
1.50 
2.00 
2.00 
3.00 


2.00 


2.00 
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3.50 
2.00 
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DUO-ART PIANO MUSIC 


eS) 
Tite 
ANGELS ARE STOOPING, THE Sa gee 
B-flat Soprano) : 
ANGEL'S SERENADE. Key G 


ANNEES DE PELERINAGE—Les Jeux d’eaux a es ; 


Villa d’Este 
ANNEES DE PELERINAGE—Sonetto 104 del Pe- 


trarca 


ANNEES DE PELERINAGE—Deuziéme nee ae 


Sposalizio 

ANNIE LAURIE (Song Roll) 

ANSWER (Song Roll) 

ANSWER, THE (High Voice. Dee - Accompani 
ment only) . : 

APPLE BLOSSOMS ( Recere 

APRES UN REVE. Accompaniment sanite ee 
Soprano in C Minor 

APRIL, MY APRIL. (Alto or Shes, 2 Key li B. Aten 
paniment only : 

ARABESQUE, No. 1, E err 

ARABESQUE, No. 2 

ARABESQUE, No. 2 

ARABESQUE, Op. 59, No. 2 

ARABESQUE EN FORME D’ETUDE, lon as Nor iE 

ARABESQUE EN FORME D’ETUDE, Op. 45. No. 1 
(Alternating Roll) 

ARABESQUE IN FORM OF AN BTUDE, on 45, nee 1 

ARAGON. Fantasia, No. 6. From *‘Suite Espagnole.”’ 

ARLEQUIN, Ro ae only. Key F. Sie or 
Cello) 

L’ARLESIENNE SUITE, iy Te preide pra itn. 
uetto 

L’ARLESIENNE SUITE, Part o: Satanece, a Ca 
rillon. Arranged by Percy Grainger. 

AROUND THE CHRISTMAS TREE. (1) From Eee 
enl Was Sent To Earth; (2) Oh, Come, Little Chil- 
dren; (3) O Faithful Pine; (4) Holy Night; (5) 
Come Hither Ye Faithful; (6) Tomorrow Will Be 
Christmas; (7) O Sanctissima; (8) The Sleigh 
Ride. (Song Roll) 

ARRIVAL OF TYLTYL AND MYTYL ‘IN THE 
GARDEN OF HAPPINESS and DANCE OF THE 
LITTLE JOYS. From Maeterlinck’s ‘Blue Bird” 

ARTIST’S LIFE WALTZ, Op. 316 

AS KATHLEEN FAIR. Old Irish Air. Key E- aan ie 
companiment only (Soprano) at 

ASHES OF ROSES (Valse Elégante) 

AT DAWNING : i. ee 

AT DAWNING. Medium in G- flak. (Song Roll) 

AT DAWNING. igs ee Seat aphy G-flat 
(Soprano) : 

AT MORNING (Au MEE on 83 

AT MORNING (Song ese a vate 
in D Major) 


AT PEACE WITH THE WORLD Gong Roll, ith 
Words) 


CoMPOSER 


GANZ 
BRAGA 


Liszr 


exszr 


Liszt 
ScoTT 
Rosyn 


TERRY 
Roserts 


Faure 


MILLIGAN 
DeEsussy . 
Desussy . 
Desussy . 
ARNOLD . 


LESCHETIZKY . 


LESCHETIZKY . 


LEsCHETIZKY . 


ALBANIZ 


PoprEeR 


Bizet 


BizET 


WOLFF 
STRAUSS 


GoLDBECK 
CaDMAN 
CADMAN 


CAaDMAN 
GoparRD 


Boyp 


BERLIN 
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PLAYED BY 


Rudolph Ganz 


Henri Bergman 
Arthur Friedhetm 
Carolyn Cone Baldwin 


Lester Donahue 
Marsghee Knaffl 
Felix Arndt 


Robert Armbruster 
. Frank Banta 


Coenraad V. Bos 


Elva Faeth Rider 
Reuben Davies 
Paquita Madriguera 
Mary N. Crofoot 
Robert Armbruster 
Ethel Leginska 


Ethel Leginska 
7 D. J. Thomas 
Paquita Madriguera 


. Maurice Dambois 
Percy Grainger 


Percy Grainger 


Erlebach (7 Milne 
Albert Wolff 
Erno Rapee 


Erno Rapee 
Genevieve Pitot 


Chas. Wakefield Cadman 
Chas. Wakefield Cadman 


Chas. Wakefield Cadman 


Clarence Adler 
Frank LaForge 


Phil Ohman 


Rout No. 


10539-S 
67236 


57240 
57299 
57449 
101305 


100465 


12176-S 
62307 


10478-S 


12146-S 
S-30927 
58088 
S-31558 
67776 
6388-4 


S-3099-4 
31188-S 
62938 
10498 
524-4 


525-4 


101378 


62800 
64470 


10418-S | 


70036 
58537 
102995 


10548-S 
56847 


12848-S 


103025 


“Ors 


PRICE 


225 
1.50 


2.50 
2e25 


Daly 
P25 
25 


1.50 
iS 


2.00 


1.50. 
1.75 
2.00 
2.00 
1.50 
3.00 


3.00 
2.00 
2.00 


2.00 
3.00 


3.00 


2.00 


ALPHABETICAL LIST OF COMPOSITIONS RECORDED FOR THE DUO-ART PIANO 


TITLE 


AT THE CONVENT (Au Couvent) sh 
AT THE LAKE OF GENEVA, Op. 139, No. 1. 


AT THE WELL. (High Voice) G-flat. Pee ns 
ment only 


AU BORD D'UNE SOURCE (At Ene Spar 


AUF DEM WASSER ZU SINGEN. ie ea 
only. (Soprano in A-flat) ; 

AUFSCHWUNG (Soaring), Op. 12 

AUF WIEDERSEHN (Good-bye). (Song Roll) 

AUF WIEDERSEHN, Op. 52. (Song Roll) . 

AUTUMN, Op. 35, No. 2 : : 

AVE MARIA. Meditation on Bach’s Fie Befide ' 

AVE MARIA. (Violin or ’Cello.) Accompaniment 
only. Key C 

AVE MARIA (Arranged fom Bach Periee Reco 
paniment only. Key G (Soprano) . 

AVE MARIA, Op. 52, No. 6. (Song Roll) . 


AVE MARIA, Op. 52, No. 6 (For Violin). Accompani- 
ment only. Key F : 

AVE MARIA, Op. 52, No. 6, in Anes Wee Soprano 
Accompaniment only ar : 

AVE MARIA (Etude), Op. 5, No. 4 : 

AWAKENING, THE. ea 
Voice (Key F) : : 


Medium 


B 


“BABES IN TOYLAND”’ SELECTIONS: I Can’t Do 
That Sum; Toyland; March of the reyes Bo- 
Peep; hitdren’ s Theme 

BADINAGE 

BADINAGE - 

BAIGNEUSES AU SOLEIL Souveni fe Banyul sur 
mer) 

BALL ROOM WHISPERS, Or. 23, Ne. Ds Balls 
fliister). (Song Roll) 


BALL ROOM WHISPERS, Op. 6 . 
BALLAD IN D MINOR, Ob. 10, No. 1 
BALLADE IN G MINOR, Op. 23 

- BALLADE IN A-FLAT, Op. 47 
BALLADE IN A-FLAT, Op. 47 
BALLADE IN F MINOR, Op. 52. 


BALLATELLA (Bird Song), ‘‘Pagliacci.’’ 
Key C Accompaniment 


BALLET DES OMBRES HEUREUSES. Arranged by 
Friedman 


BALLET EGYPTIEN (Suite On) B ee 


BALLET OF THE FLOWERS, Op. 92: 
No. 1, Red Rose; No. 2, Marguerites 


BANJO, THE (Fantaisie Grotesque) 


BANJO PICKER, THE. From ‘‘At the Fair’’ (Gusts 
of American Fun) : 


_ BARBER OF SEVILLE OVERTURE, THE. Arran oe 
by Rudolph Ganz 


BARBERINI’S MINUETT (From 18th ie Tees 


bee 


ComposER Prayep By Rozz No. 
Borop1n Victor Wittgenstein 61708 
BENDEL . Alexander Lambert 64209 
HAGEMAN Dallmeyer Russell 12156-S 
Liszr Alfred Cortot 6664-3 
SCHUBERT Coenraad V. Bos 11128 
SCHUMANN Josef Hofmann 6665-6 
ROMBERG Robert Armbruster 1021 85 
LIEBE . Oscar Haase 101705 
CHAMINADE Clarence Adler 58277 
Gounop Rudolph Ganz 6070-4 
Bacu-Gounop . Maurice Dambois 10518 
Gounop Erno Rapee 10218-S 
SCHUBERT . Robert Armbruster 102835 
ScHuBERT-WitnHELMy Elena De Marco 10906 
SCHUBERT Coenraad V. Bos 11328 
HENSELT Mark Hamburg 59088 
SpRoss Chas. Gilbert Spross 10096-S 
HERBERT Robert Armbruster 66869 
HERBERT Clarence Adler 56947 
HERBERT Constance Mering 70777 
SEVERAC E. Robert Schmitz 65810 
Meyer-HeLMuND Genevieve Pitot 102615 
GREGH Genevieve Pitot 69797 
BRAHMs . 2 Lester Donahue 59319 
CHOPIN . . Leopold Godowsky 5793-4 
CHOPIN . Ignace J. Paderewski 6832-8 
CuHopIn . Arthur Rubinstein 6252-4 
CHoPIN . Ignaz Friedman 6556-4 
LEONCAVALLO Coenraad V. Bos 10768-S 
Guuck Ernesto Berumen 61858 
Luicin1 . Elena De Marco 65758 
Hapiey . Henry Hadley 63990 
GOTTSCHALK . Arthur Friedheim 57458 
PowELt . John Powell 59409 
Rossin . Rudolph Ganz 523-4 
BAvER Harold Bauer 6820-4 


-{ 429 f- 


225 
Lee: 
NS 


2.50 


1.25 
nS) 
PAph5 
3.00 
4.00 
3.00 
3.00 


2.00 


2.00 
2.00 


2.50 
2.00 


DUS 


3.00 
3.00 


-0S(0)* 
TITLE 

BARCAROLA 

BARCAROLLE 

BARCAROLLE : 

BARCAROLLE, Op. 14 

BARCAROLLE, Op. 27, NG. 1 ‘ 

BARCAROLLE, Op. 27, No. 1, in C ee 

BARCAROLLE, Op. 44, in G-flat . 

BARCAROLLE, Op. 44 

BARCAROLLE, Op. 60 

BARCAROLLE (First), in Aas) eens 

BARCAROLLE (Second), in A Minor 

BARCAROLLE (Fifth), A Minor 

BARCAROLLE, Op. 75, No. 8 

BASKET OF ROSES. Novelette 

BEAU BRUMMEL MINUET 

BEAUTIFUL ISLE OF SOMEWHERE (sone Roll) . 

BEAUTY’S EYES (Song Roll) 

BECAUSE (Song Roll) 


COMPOSER 
CAsmn mA 
SpPROsS 
BLANCK . 
PALMGREN 


Moszkowsk1 . 
MoszkowskKI . 


LIADOFF . 
LIADOFF . 
CHOPIN . 
RuBINSTEIN 
RUBINSTEIN 
RUBINSTEIN 
Moore 
ALBERT . 
YOUNG 
FEarRIs 
Tost 


D HARDELOT . 


BECAUSE I LOVE YOU, DEAR one Roll) Haw Ley 
BECAUSE I LOVE YOU, DEAR (Song Roll) Hawley 
BEDOUIN DANCE : FuLEIHAN 
BEDOUIN LOVE SONG (Song Roll) . _ Prnsuti 
BELIEVE ME IF ALL THOSE ENDEARING 

YOUNG CHARMS (Song Roll) : Moore 
BELIEVE ME IF ALL THOSE ENDEARING 

YOUNG CHARMS and GARRY OWEN (Song 

Roll) Moore 
BELIEVE ME IF ui THOSE ENDEARING 

YOUNG CHARMS and Moorz\ 

MY OLD KENTUCKY HOME (Song Roll) Foster | 
BELLS OF ST. MARY’S, THE (Song Roll) ADAMS 
BEN BOLT (Song Roll) : KNEAsS 
BEN. EDICTION OF GOD IN THE SOLITUDE. rion 

‘‘Harmonies, Poetic and Religious” Liszt 

BERCEUSE, Op. 38, No. 1 GRIEG 
BERCEUSE, Op. 22, No. 3 KorGANOFE 
BERCEUSE Gunes 
BERCEUSE, in B-flat HormanNn 
BERCEUSE CASELLA . 
BERCEUSE, in G- ane HENSELT 
BERCEUSE, Op. 13 ILyINsky 
BERCEUSE, Op. 57 CHOPIN 
BERCEUSE, Op. 57 . CHOPIN . 
BERCEUSE (Homage to Pee GERDES . 
BERCEUSE ORIENTALE A ed Matoor . 
BERCEUSE, ‘‘Dolly Suite,’’ Op. 56, No. 1 Faure 
BIRD OF LOVE DIVINE (Song pauactiger eS 

Low Voice, E-flat) . Woop 
BIRD MUSIC (interpreted for the Sone 

Warbling Vireo; Mourning Dove; Carolina Wren Mumma . 
BIRD MUSIC (interpreted for the Piano): 

Purple Martins; Screech Owl; Cardinal Redbird Mumma . 
BIRD MUSIC (interpreted for the Piano): 

Song Sparrow; Peabody Bird; Wood Pee Wee . Mumma . 

-{ 430 


PLAYED BY 


Alfredo Casella 
Charles G. Spross 
Margot de Blanck 

Selim Palmgren 

: Egon Putz 
. Dallmeyer Russell 
. George McManus 
Alexander Borovsky 
Arthur Rubinstein 
Edwin Hughes 
Josef Hofmann 
Oliver Denton 
Ashley Pettis 

Cliff Hess 

Robert Armbruster 
Henri Bergman 
Felix Arndt 

Felix Arndt 

Felix Arndt 

Robert Armbruster 
Anis Fulethan 
Henri Bergman 


Elena De Marco 


Ed London 


George Gartlan 


Robert Armbruster 
Charles Gilbert Spross 


Alexander Siloti 


‘Edwin Hughes — 
Alexander Lambert’ 


Alexander Lambert 
Josef Hofmann 
Alfredo Casella 

Leopold Godowsky 
_. John Powell 
Josef Hofmann 
Guiomar Novaes 
Federico Gerdes 
Alexander Maloof 
Alfred Cortot 


Elva Faeth Rider 
Archie A. Mumma 
Archie A. Mumma 


Archie A. Mumma 


DUO-ART PIANO MUSIC 
NN 


Rott No. 
70159 
58967 
64257 
65888 
55328 
70059 
62759 
68640 
6542-3 
68830 
6682-4 
6502-3 
66357 
62187 
67666 
102315 
100575 
100035 
100095 
100945 
63678 
102215 


101425 


100567 


101906 


102795 
100685 


6636-4 
70166 
70176 
61818 

6821-4 
65210 

5740-4 
62810 

7066-4 

6238-4 

S-31406 
63798 
6241-3 


12448-S 
65769 
66219 


66229 


ALPHABETICAL LIST OF COMPOSITIONS RECORDED FOR THE DUO-ART PIANO 


250) 


TitLe 
BIRD OF THE WILDERNESS, THE ee In 
D-flat. Accompaniment only : 


BIRDS AT DAWN, Op. 20, No. 2 


THE BIRTH OF MORN Bac (Accompaniment 
for Low Voice, E-flat) . 


BLACK ROSE, THE 


BLACKBIRD’S SONG Rte Pence inen 
only 


BLEST BE THE TIE THAT BINDS Dens Song 
Roll) : 


BLIND GIRL’S SONG, THE as eee ‘Tat ee 
conda’’ Romanza. Key E-flat. Accompaniment 


BLIND PLOUGHMAN, THE (Song ao 
Low Voice,inC) . 


BLUE DANUBE WALTZES, oe 314. 


BLUE DANUBE WALTZ. ee Be Seitces 
Evler : 


BLUMENSTUCK, Or. 57, Nos3. 
BOCCACCIO MARCH, in E-flat 


BOHEME, LA. Act I, Mimi’s Song, ‘ Whey Call Me 
Mimi.”’ Key D. Accompaniment only . 


BOHEME, LA. Musetta’s Song. OY E-flat (Soprano) 
Accompaniment only 


BOHEME, LA. Rodolfo’s Narrative 

BOHEMIAN DANCE, in F Minor 

BOHEMIAN GIRL SELECTIONS 

BOHEMIAN SUITE, No. 5, Waltz 

BONNIE DOON; AULD LANG SYNE; Old seaeeh 
Airs (Song Roll) 

BONNIE SWEET BESSIE (Song Roll). ; 

BORDER BALLAD (Low in A Minor). eee 
ment only : 

BORIS GODOUN: Ov SELECTIONS 

BOURREE (Violin Sonata, No. 2) 

RONDO ALLA TURCA (Trio, Op. 29). 

(Piano part only) 

BOURREE, in B-Minor. From ‘‘Second Violin So- 
nata.’’ Transcription by Saint-Saéns : 

BOWL OF PANSIES, A 

BRIDES AND BUTTERFLIES WALTZES . 

BRITISH GRENADIERS, THE (Medium Voice in G) 
Old English Song. Accompaniment only 

BROOK, THE che Re ee 

BROOK, THE, Op. 34 

BROOKS LULLABY, THE . : 

BROWN OCTOBER ALE. From “Robin Hood" 
(Song Roll) : 

BROWNIES, THE Gi cecimileiny, ioe: 3, Sep 4 

BUTTERFLIES, Op. 20, No. 4 ee: Bert F. Ac- 
companiment only tee 

BUTTERFLIES (Les Papillons) ; 

BUTTERFLIES (Les Papillons), Op. 50, Nes So 

BUTTERFLY, THE (Le Papillon) ae 

BUTTERFLY (Le Papillon). Etude de Concert . 

BY MONOMONACK WATERS (Reverie) 


ComposER PLAYED BY 
HorsEMAN Archibald Sessions 
Dion emer ©. Edwin Hughes 
Leoni]. : Elva Faeth Rider 
THOMAS . ; : . Felix Arndt 
ScoTr .. . . . Emo Rapee 
NaGeEL . : . Dion W. Kennedy 
PoNCHIELLI . Elva Faeth Rider 
CLARKE : Robert Armbruster 
STRAUSS ‘ .  Lgnaz Friedman 
STRAUSS : ; Rave Renard 
Moszxowsk1. . Rudolph Reuter 
SuPPE : , Erlebach and Milne 
Puccini . : . Daisy Hoffman 
Puccrn1 . J : . Erno Rapee 
Puccini . : ; . Felix Arndt 
SMETANA . Wilhelm Bachaus 
Barre . . . . Erno Rapee 
Frimu. : ; Clarence Adler 


Ina W. Polson 


GILBERT - : Genevieve Pitot 
COWEN 2) 22, . Uda Waldrop 
MoussorGsky Robert Armbruster 
Le Helen Norfleet 


Bacu-SaInt-SAENS Rudolph Reuter 


REYNARD . : Genevieve Pitot 
Moret . , , Genevieve Pitot 

: : Eleanor Shaw 
ILGENFRITZ . McNair Il genfritz 
Pare . . Katherine B. Peeples 
GiILDER . : : Robert Braun 
De KovEen . : . Felix Arndt 
KoRNGOLD . ; Frances Hall 
SELEE RIE . ; . Erno Rapee 
RosENTHAL . Arthur Friedheim 
OtseN . ._— Paquita Madriguera 
GRIEG ~. ; Maurice Dambois 
LavVALLEE. Beryl Rubinstein 


WELLINGTON George W. Wellington 


oe 


Rott No. 


12288-S 
63298 


12765-S 
62346 


10448-S 


102085 


12295-S 


12886-S 
6984-4 


60060 
66448 
65169 


12206-S 


10268-S 
55168 
67610 
64210 
56837 


100617 
102655 


11136 
69720 


67498 


67719 
70706 
68766 


11247-S 
56059 
S-30756 
68988 


100025 
68796 


10378-S 
57018 
58719 
59986 
63169 
69946 


DUO-ART PIANO MUSIC 


eS) 
TITLE 

BY MOONLIGHT (Au Clair de la Lune), Nocturne, 
Opa iia ; 

BY THE BROOK, Op. 52 Cn ord d’un Rea 

BY THE FIRESIDE (Reverie) 

BY THE SEA (Am Meer). Mezzo- Gates in B. aie 
Accompaniment only 

BY THE WATERS OF MINNETONKA (Gopranoy 
Accompaniment only. KeyA. . 

BY THE WATERS OF MINNETONKA cA ian 
Love Song) (Piano Solo) 

BY WEEPING WATERS (Mezz or TON 1G Mino 

THE BIRD AND THE BABE (Medium), G-flat 

BYDLO AND BALLET DES POUSSINS DANS 
LEURS See Si Pictures at an a 
tion) ; 


CoMPOSER 


BRASSIN . 
BOIsDEFFRE 
BENSON 


SCHUBERT 


LIzEURANCE 


LIEURANCE 


LIEURANCE 


MussorGsky . 


C 


CALIFORNIA (My Homeland) (Song Roll) 
CALL ME NO MORE (Medium in a ees 
ment only 


CALM AS THE NIGHT Cone Roll) . 

CALM AS THE NIGHT (Alto in D-flat). Accompaai- 
ment only : 

CAMPANELLA, its adres Hee no 3) 

CAMPANELLA, LA. Transcription by Liszt 

CAMPANELLA, LA. Transcription by Liszt 

CAN’T YO’ HEAH ME CALLIN’ CAROLINE Gong 
Roll) ; 

CANZONETTA, in D Meee 

CANZONETTA, Op. 6 

CANZONETTA, Ob. 34, No. 3 

CAPRICCIO, Op. 3, No. 4 

CAPRICCIO, in B Minor, Op. 76, Noe y f 

CAPRICE IN G (Genre Scarlatti), Or. 14, No. 3 

CAPRICE, Or. 43, No. 6 

CAPRICE (Capriccio), B-flat . 

CAPRICE CREOLE (Cuba) 

CAPRICE ESPAGNOL, Op. 37. 

CAPRICE ESPAGNOLE, Op. 37 . 

CAPRICE HIPPIQUE 

CAPRICE VIENNOIS 


CAPRICE VIENNOIS, No. 2. Violin Accompani 
ment 


CAPRICIEUSE, a on 17. Gicue Ae pene 

CARISSIMA (Song Roll) 

CARMEN. Micaela’s Air. Key E-flat. econo 

CARMEN SELECTIONS: (1) Prelude; (2) Habanera; 
(3) Chorus of Street Boys; (4) Duet—Tell Me 
About My Mother; (5) Duet—I Am Going to 
Dance in Your Honor; (6) Toreador Song . 

CARNATIONS CNovelette) 

CARNAVAL, Op. 9, Nos. 1-13 

CARNAVAL, Ob. 9, Nos. 14-21 


Bau 


CAaDMAN 
BouM 


BouM 


Prayep By Roxt No. 


Alexander Lambert 
Erno Rapee 
Oscar Haase 


Coenraad V. Bos 
Frank LaForge 


Thurlow Lieurance 


Thurlow Lieurance 


Serge Prokofieff 


Ernest R. Ball 


Corinne Wolersen 
Felix Arndt 


Coenraad V. Bos 


Liszt-BusonI- ere I. Friedman 


PAGANINI 
PAGANINI 


RoMaA 
SCHUETT . 


D’AmBROSIO . 


GopDaRD 
DoHNANYI 
BRAHMS . 


PADEREWSKI . 


ARENSKY 
SCARLATTI 
ALBANIZ 


MoszkowskI . 
MoszxowskK1 . 


STERNBERG 
KREISLER 


KREISLER 
ELGAR 
PENN 
Bizet 


Bizet 
ALBERS 
ScHUMANN 
ScHUMANN 


4432} 


Arthur Friedhetm 
Ferruccio Busont 


Robert Armbruster 
Ernesto Berumen 
Genevieve Pitot 
Genevieve Pitot 
Raymond Wilson 
Arthur Rubinstein 
Ignace J. Paderewski 
Beryl Rubinstein 
Ernest Hutcheson 
David Pesetsky 
Josef Hofmann 
Paquita Madriguera 
Robert Armbruster 
Erno Rapee 


Andre Benotist 
Andre Benoist 
Henri Bergman 


Rudolph Ganz 


Erno Rapee 
Genevieve Pitot 
Robert Schmitz 
Robert Schmitz 


65528 
66126 
67096 


11558 
10166-S 


67347 
11868 


65910 


103105 


11146 
100115 


11218-S 
6666-4 
6197-4 
5698-6 


101715 
62438 
68386 
68296 
67030 
65969 
6558-8 
62369 
69079 
63148 
6953-4 
60139 
56467 
62908 


12028 
12778 
102035 
10059-S 


65080 
70536 
6264-3 
6282-3 


“Oro 


PRICE 


2.00 
1.50 
1.50 
2.00 
1.50 


1.75 
2.00 


2.50 


ALPHABETICAL LIST OF COMPOSITIONS RECORDED FOR THE DUO-ART PIANO 


TiTLz 

CARNAVAL MIGNON, 
d’ Arlequin) 

CARNAVAL MIGNON, ion 48, nor 5 EPicitok Re- 
veur—Nocturnette) . 

CARRY ME BACK TOOLD VIRGINNY (Son g Roll) 

CARRY ME BACK TO OLD VIRGINNY (Song Roll) 

CATHEDRALE ENGLOUTIE, LA (The En a 
Cathedral) : 

CAVALLERIA RUSTICANA INTERMEZZO 

“CAVALLERIA RUSTICANA”’ SELECTIONS: 

Siciliana; Intermezzo; Alfio’s Song; Easter Hymn; 
Brindisi; Duet, Turiddu and Santuzza 

CAVATINA, Op. 85, No. 3. Arranged by Pauer 

CAVATINA, Op. 85, No. 3. Violin or ’Cello. Accom- 
paniment only. Key D 

CELEBRE SERENADE ESPAGNOLE, Or. 181 

CELESTE AIDA (Heavenly Aida). Romanza ‘‘Aida.”’ 
(High Voice) B-flat. get only . 

CHACONNE 

CHANSON (Melodie), D- a 4 

CHANSON INDOUE (Song of India). From: ‘Sadko" 
Violin or Medium Voice in G. Accompaniment. 

CHANCON PROVENCALE (Soprano or Tenor, in 
E-flat. Accompaniment Roll) . 

CHANSON TRISTE, Op. 40, No. 2 

CHANT SANS PAROLES, Op. 2, No. 3 : 

CHAPEL IN THE MOUNTAINS, THE, Op. 164 

CHARITY (Low Voice), B-flat. Accompaniment only 

CHARME D’AMOUR (Love’s aa Hesitation 
Waltz . 

CHASSE, LA (Etude VW). les 

CHAUVE SOURIS SELECTIONS 

CHE FARO SENZA EURIDICE (1 Cannot eye 
Without My Euridice). From ‘‘Orpheus’’ (Alto 
in C. Accompaniment Roll) 

CHERUBINS, LES CViolin or pen Accompani 
ment only. Key G 

CHIFFONNETTE 


CHILDREN’S MARCH: 
O’er the Hill and Far Away (For Two Pianos) 

CHILDREN’S MARCH: O’er the Hill and Far Away 
(Second Piano Part Only) 

CHILDREN’S POPULAR SONGS AND GAMES 
(Song Roll): (1) London Bridge; (2) Jolly is the 
Miller; (3) How Do You Do, ei Partner; my 
King William 

CHILDREN’S SINGING GAMES: 

1. Did You Ever See A Lassie; The Muffin Man; 
Looby Loo; The Farmer in the Dell (Song Roll) 

2. Five Little Chickadees; The Gallant Ship; Let 
the Feet Go Tramp Tramp Tramp; The Snail 
Lads and Lassies (Song Roll) : 

3. Ten Little Indians; The King of France; I 
Should Like to Go to Shetland; Oats, Peas, 
Beans and Barley Grow (Song Roll) ‘ 

4. Carrousel; London Town; A Hunting We Will 
Go; Jolly Is The Miller (Song Roll) 


Op. 48, No. 2 (Serenade 


ComposER 

SCHUETT . Alexander Raab 
SCHUETT . Alexander Raab 
BLAND Felix Arndt 
BLAND Erno Rapee 
Desussy . Myra Hess 
MascaGni Frank Longo 
MascaGni Robert Armbruster 
Rarr Erno Rapee 
Rarr Maurice Dambois 
ALBANIZ Paquita Madriguera 
VERDI Coenraad V. Bos 


Ferruccio Busoni 
Robert Armbruster 


Bacu-Busont 
FRIML 


Rimsky-KorsAKOFF R. Armbruster 


Deux ’Acqua Daisy Hoffman 
TCHAIKOVSKY Mark Hambourg 
Tcuaikoysky Moissaye Boguslawski 
WILSON . Henri Bergman 
HaGEMAN Elva Faeth Rider 
KANDALL Genevieve Pitot 


PaGANINI-LiszT 


David Campbell 


GILBERT & Faty . Genevieve Pitot 


Giuck Frank LaForge 


CoupPERIN-SALMON M<aurice Dambois 


ATHERTON Erno Rapee 
Lotta Hough and 

GRAINGER Percy Grainger 

GRAINGER Percy Grainger 


Bud Earl 


Caroma Winn 


Caroma Winn 


Caroma Winn 


Caroma Winn 


ee 


Puayep By Rott No. 


61279 


57148 
100155 
101045 


69270 
62268 
67359 


63158 


10298 
57987 


12518-S 
6928-5 
66406 
10956 


12725-S 
59579 
59778 
66606 

12246-S 
69037 

S-31229 
68948 

12898-S 


10709 
62458 


6368-5 


11840 


101418 


101980 


102028 


102068 


102138 


*©rao-- 


Price 
BS 
2.00 
2S 
1.25. 
2.50 
2.00 
2.25 


2.00 


2.00 
1.75 


322) 


2.00 


2.50 


2.00 


2.00 


2.00 


DUO-ART PIANO MUSIC 


250) 
TITLE 
CHILDREN’S SINGING GAMES (Continued): 
5. Pease Porridge Hot; Swiss May-Dance; Our 
Little Girls; I See You (Song Roll) ; 
6. Grandma’s Old Sparrow; Gustaf’s Skol; Tes 
day’s The First of May; Ritsch Ratsch (Song 
Rolle os ae 
7. London Bridge; The Peanut Song; Yankee 
Doodle; Oh! Dear What Can the Matter Be; 
Polly Put The Kettle On (Song Roll) : 
8. Captain Jinks; Listen to the Mocking Bird; 
Rig-a-Jig; Ching-a-Ling (Song Roll) 
9. Polly Wolly Doodle; The Hobby Horse; Hot 
Cross Buns; Oh Where Has My Little Dog 
Gone (Song Roll) ; 
10. Comin’ Thru the Rye; Pop Goes the Wescel: 
Jingle Bells; The Coane Are aes oe: 
Roll) 


CHIMES OF NORMANDY SELECTIONS 
CHIMES OF ST. CECILIA. Descriptive Fantasy 
CHORAL AND VARIATIONS arts Be te 


CoMPOSER 


PLANQUETTE . 


Prayep By Rott No. 


Caroma Winn 


Caroma Winn 


Caroma Winn 


Caroma Winn 


Caroma Winn 


Caroma Winn 
Robert Armbruster 


WortHINGTON Charles Gilbert Spross 


ment) . : WIpDoR 
CHORALE. From * ih Corre aa See FRANCK . 
CHORALE PRELUDE, in E Minor Bacu 
CHRIST CHILD LEGEND, THE, Op. 54, No. 5 

(Song Roll, with Words) TCHAIKOVSKY 
CHRISTMAS CAROLS (Song Roll): 

Hark, the Herald Angels Sing; The First Nowell; 

God Rest You Merry Gentlemen; O, Little Town 

of Bethlehem 
CHRISTMAS FANTASIE: rete Bells; re Nate 

Hark, the Herald Angels Sing; Adeste Fideles 
CHRYSANTHEMUMS PENN 
CIRCASSIAN BEAUTY. From “At the Fair” PowELL . 
CLAIR DE LUNE. From “‘Suite Bergamasque’’ Desussy . 
CLOSE TO YOUR HEART Cae Love- Sone 

(Song Roll) BENNETT 
CLOWN, THE, Op. 113, No. 3 : : 3 STERNBERG 
CLOWN, THE. From ‘“‘At the Fair.’’ Sketches of 

American Fun Sc wae PowELL . 
COLONIAL SONG GRAINGER 
COLUMBINE QUI FLIRTE (F ee Boss1 
COME THOU ALMIGHTY KING Se Hunde) 

(Song Roll) ; GIARDINI 
COME WHERE MY LOVE LIES DREAMING Son g 

Roll) , Foster 
COME, YE THANKFUL PEOPLE, COME ong 

Roll) ELvey 
COMIN’ THRO’ THE RYE Song Roll) (Olds Scotch 

Air) (Three Verses) . 
CONCERT ALLEGRO IN A MAJOR, Op. 46 CHOPIN 
CONCERT ARABESQUES. On Motifs from “By the 

Beautiful Danube’ by Shulz-Evler . STRAUSS 
CONCERT ETUDE, in D-flat eo aisz 
CONCERT ETUDE, in D-flat (Alternating Roll) Liszt 
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Carlos Salzedo 
Robert Lortat 
Alexander Siloti 


Robert Armbruster 


Dion W. Kennedy 


Erno Rapee 
Oscar Haase 
John Powell 

George Copeland 


Oscar Haase 


Constantin Sternberg 


John Powell 
Percy Grainger 


Robert Armbruster 
. Dion W. Kennedy 


Robert Armbruster 


a Ina W. Polson 


Ed London 


Maria Carreras 


Ethel Leginska 
Frederic Lamond 


Frederic Lamond 


102108 


102208 


102178 


102238 


102288 


102388 
68399 
63858 


10399 
59010 
6985-3 


-103176 


100856 


100478 
67106 
57369 
56859 


101895 
61388 


59228 
5666-4 
66027 


100787 


100905 


100815 


100875 
70560 


6592-4 
31008 
67510 


*©rro- 


Price 


2.00 


2.00 


2.00 


2.00 


2.00 


Mob wot biGw kt fish OF COMPOSITIONS RECORDED FOR THE DUO-ART PIANO 


» Tirtz 
CONCERT MUSIC AT THE DRAKE HOTEL, CHI- 

CAGO. (From programs by Henry Selinger’s 
Ensemble): 

Something Seems Tingle- nee ae rie 
Jinks’’) 

Alice Blue Gown. Ceram. slrene| 2) 

Variation. (From ‘‘La Source’’) 

A Kiss in the Dark 

Féte Bohéme. (From *‘‘Scénes Pittoresques’ ") 


CONCERT MUSIC AT THE WALDORF-ASTORIA, 
N. Y. (From Programs by Joseph Knecht’s 
Orchestra): 

Allah’s Holiday é 

Throw Me a Rose rom ‘Miss Springtime She 
The Sleeping Beauty : : 
By the Waters of Minnetonka. 

Rose of the World (From “‘Algeria’’) . 


CONCERT MUSIC AT THE HOTEL COMMODORE, 


N. Y. (From Programs by Bernard Levitow’s 
Orchestra): 

Love's Own Sweet Song (From ‘‘Sari’ ? 

Claitede Lune -. 

Rackety Coo (From * enes ay : 

The Moon Drops Low, Op. 45, No. 4. : 

To the Land of My Own Romance Saaee ‘The 
Enchantress’”) . , : 

Arranged by Robert Armbruster 


CONCERT PARAPHRASE ON THE “WIENER 
BLUT’” WALTZ eee 


-CONCERT WALTZ, Op. 12 . 
CONCERTO—First Movement: Largo; rae 


CONCERTO IN E MINOR, Ob. 11. First Movement: 
Allegro Maestoso (Part I) ; 


CONCERTO IN E MINOR, Op. 11. First Movement: 
Allegro Maestoso (Part IT) 


CONCERTO IN E MINOR, Op. 11. Second Move- 
ment: Romance, Larghetto 


CONCERTO IN E MINOR, Op. 11. Third Movement: 
Rondo Vivace 

CONCERTO IN A MINOR, Ob. 16. First Movement: 
Allegro Molto Moderato. With Orchestral Ac- 
paniment adapted and added by Percy Grainger 

CONCERTO IN A MINOR, Op. 16. Second Move- 
ment: Adagio. With Orchestral Accompaniment 
adapted and added by Percy Grainger . s 

CONCERTOIN A MINOR, Ob. 16. Third Movement: 
Allegro Moderato € Marcato. With Orchestral 
Accompaniment eer and added a sale) 
Grainger 

CONCERTO IN G MINOR, on ay (sooaay. First 
Movement: Andante Sostenuto 

CONCERTO IN G MINOR, Op. 22 eon Steet 
Movement: Allegro Scherzando. Orchestral Ac- 
‘companiment adapted by Harold Bauer 

~ CONCERTO IN G MINOR, Op. 22 (Second). Third 

Movement: Presto. Orchestral. Accompaniment 

adapted and added by Harold Bauer 


CoMPOsER 


FRIML 
TIERNEY 
DELIBEs 
HERBERT 
MassENET 


FRIML 
KALMAN 
TCHAIKOVSKY 
LIZURANCE 
HERBERT 


KALMAN 
Desussy 
FRIML 

CAaDMAN 


HERBERT 


Strauss-HuGHEs 


FRIML 


STRAVINSKY 
CHOPIN . 
CHOPIN . 
CHOPIN . 


CHOPIN . 


GRIEG 


GRIEG 


GRIEG 


SAINT-SAENS . 
SAINT-SAENS . 


SAINT-SAENS . 
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PLAYED BY 


Robert Armbruster 


. Robert Armbruster 


. Robert Armbruster 


Edwin Hughes 
Robert Armbruster 


Igor Stravinsky 
Josef Hofmann 
Josef Hofmann 
Josef Hofmann 


Josef Hofmann 


Percy Grainger 


Percy Grainger 


Percy Grainger 


Harold Bauer 


Harold Bauer 


Harold Bauer 


Rott No. 


70719 


69359 


70049 


6752-3 
64029 
528-4 


6915-6 


69168 


6917-4 


6918-6 


6475-6 


6479-6 


6485-6 


5959-4 


5963-4 


5973-4 


Price 


TS) 


DeL5 


225 


DsI5 
IIS 
3.00 


a0) 


2.00 


3.00 


3.50 


3.50 


3.00 


DUO-ART PIANO MUSIC 


**@S(0)* 
TITLE 


CONCERTO IN G MINOR, Ob. 25. First Movement: 
Molto Allegro con Fuoco. a oe by Wilhelm 
Bachaus ne 2 

CONCERTO IN G MINOR, Or. 25. Second Move- 
ment: Andante. Arranged by Wilhelm Bachaus 

CONCERTO IN G MINOR, Op. 25. Third Movement: 

Presto 

CONCERTO IN A MINOR, Or. BSe 5 Accompaniment 

for ‘Cello 

CONCERTO, Op. 64. First Novenorl Violin es 

companiment in E Minor 

CONCERTO, Op. 64. Second Monencer Violin Ac- 

companiment. Key C 

CONCERTO, Op. 64. Third Movement. Violin nesta 

paniment. Key G : eee 

CONCERTO PATHETIQUE. For Two Pines 

CONSOLATION, No. 3. : 

CONSOLATION, in D-flat, No. 3 ; 

CONTRABANDISTA (The Saesice (Spanish Ro- 

mance) . 

Transcription by Carl Tausig. 
CONTRABANDISTA (Romance Espagnole). 
CONVERSATION 
COPPELIA BALLET (Valse Wine aie de Dene 

Mazurka). Concert Arrangement by McNair 

Ilgenfritz 
COQ D’OR SELECTIONS: Inrecdeenen (The fee 

oger); Hymn to the Sun; Dances; Act I; Conclu- 

sion Oe” oe ie 

COQUETTE, ae CMarionere) 

COQUETTE MAZURKA 

CORDOBA, Op. 232, No. 4 . 

CORONACH (‘‘A Highland Lament’ '), Key D 

“COUNTESS MARITZA”’ SELECTIONS—Play Gip- 
sies! Dance Gipsies! The One I’m Looking For; 

Say Yes, Sweetheart, Say Yes; Dear Home of 

Mine, Goodbye. 

COUNTRY DANCE 

COUNTRY DANCE, Op. 6, No. 2 : 

COUNTRY DANCE. No. 1 of ‘‘Three Dances,”’ 


“Nell 


Gwynn” 
COUNTRY GARDENS. No. 22° Tega Folk- Minstc 
Settings” 


COUNTRY GARDENS Giceeun: Roll). 

CRACOVIENNE FANTASTIQUE, Op. 14, No. 6 

CRADLE SONG 

CRADLE SONG. (Mezzo- Eeeoiie in D- flat). Actors 
paniment only 

CRADLE SONG. (Medium E- a) Accompaniment 
only : 

CRADLE SONG, Op. 18. 

CRADLE SONG CWiegenlied), Op. 49, ee 4 

CRAPSHOOTERS, THE. From ‘‘Five American 


CoMPposER 

MENDELSSOHN . Wilhelm Bachaus 
MENDELSSOHN . Wilhelm Bachaus 
MENDELSSOHN . Wilhelm Bachaus 


SAINT-SAENS . Maurice Dambois 


MENDELSSOHN Andre Benoist 
MENDELSSOHN Andre Benoist 
MENDELSSOHN Andre Benoist 
liszmr Lerner (? Shavitch 
Liszt Paquita Madriguera 
iszx Ernest Hutcheson 
SCHUMANN Josef Hofmann 
ScHUMANN Tina Lerner 
Marie Pauline Haggard 
DELIBES . McNair Ilgenfritz 


Rimsxy-KorsaKOFF A. Rubinstein 


ARNDT Felix Arndt 
LarREGLA Genevieve Pitot 
ALBANIZ Desider Vecsez 
BARRETT Daisy Chambers Woolsey 
KALMAN Robert Armbruster 
MacFapyen . Rudolph Ganz 


Nevin Margaret and Dorothy Gillette 


GERMAN Robert Armbruster 
GRAINGER Percy Grainger 
GRAINGER Percy Grainger 
Paperewski Ethel Herr Litchfield 
LEGINSKA Ethel Leginska 
MacFapyen . Frank LaForge 
KREISLER Lillian Seller 
BariLi Hugh Hodgson 


BraHMs-GRAINGER Percy Grainger 


Dances’’ LANE Elva Faeth Rider 
CRESCENDO Lasson Clarence Adler 
4436} 


Piayep By Rott No. 


6967-4 
69680 
6981-4 
11778 
11488 
11498 


11508 
62130 
60758 
65470 


7072-4 


59790 
68407 


56477 


6857-4 
55127 
67577 
58208 

S-30646 


70479 
5517-4 
63479 


69737 


6149-4 
S-31010 
30738 
68220 


11576-S 


11878-S 
69007 
67180 


69338 
- 60448 


*©@ro- 


PRICE 


3.00 


2.50 


3.00 


2.00 


2.00 


2.00 


2.00 
2.50 
2.00 
2.50 


3.00 


2250 
175 


WEBS 


3.00 
Te pes 
ERS 
2.00 
1.50 


2.25 
3.00 
E25 


L725 


3.00 
2.50 
2.00 
ee) 


1.50 


2.00 
ie/> 
2.50 


2.00 
2.00 


ALPHABETICAL LIST OF COMPOSITIONS RECORDED FOR THE DUO-ART PIANO 
nn  ” 


TITLe 


CUBAN AND ORIENTAL SERENADES. From ‘‘A 
Suite of Serenades’’ 


CUBAN ECHOES (Vuelta Abaya 
CUBAN HYMN 


CUBAN SONG (Sono mi Mehra Oloca) Arranged by 
Manuel M. Ponce 


CUCKOO, THE (Pastoral) 

CUPID’S GARDEN. (Intermezzo) : 
CZARDAS. Violin Accompaniment D Minor 
CZARINNE, LA. (Mazurka Russe) ) 
CZECHO-SLOVAK FOLK TUNE, Op. 12, No. 2 


' CoMPOSER 


HERBERT 
Oscoop . 
BLANCK . 


PoNcE 
ManpbriGuERA 
EuGENE 
Monte . 
GANNE . 
SuK 


D 


DADDY. (Song Roll) 

DAINTY MISS . 

DANCE CAPRICE, Op. 28, N O. 3 

DANCE EXOTIQUE : 

DANCE OF THE DEMON. Cina erlep He Cones 
DANCE OF THE GNOMES (Gnomenreigen) 
DANCE OF THE GNOMES (Gnomenreigen) 


DANCE OF THE GNOMES eee). Con- 
cert Etude No. 2 


DANCE OF THE HOURS (Ballet Music fomne ‘La 
Gioconda’”’). Arranged by Robert Armbruster . 


DANCE OF THE NYMPHS. ‘“‘The Atonement of 
Pan”’ 


DANCE OF THE SATYR AND NYMPHS, rent THE 
CARAVAN 


DANCE OF THE WATER SPRITES. Foon The 
Bohemian Club Grove Play, ‘‘Nec-Netama’’ 


DANCES AND GAMES FOR CHILDREN: The 
Bears, The Dragon Fly, The Wind, The Steam Cars 


DANCING LEAVES 
DANCING MARIONETTES . 
DANNY BOY. Key F. Accompaniment Bry 


DANNY DEEVER, Op. 2, No. 7 CG Minor). Accom- 
paniment Pre Pacitone ot Bass. : 


DANSE 

DANSE AMERICAINE._ : 

DANSE ANDALOUSE, Op. 37, No. 3 : 

DANSE CARACTERISTIQUE, Op. 72, No. 4 

DANSE CREOLE, Op. 94 ; 

DANSE DES DEMOISELLES, LA 

DANSE DES ELFES, Op. 3 4 

DANSE D’OLAF, LA, Op. 33, No. 2 : 

DANSE MACABRE, Op. 40. Coy Two pacers, srirst 
Piano Part only . : 

DANSE NEGRE, Op. 58, No. 5 


DANSES: 1. Danse Sacred (For Harp); 2. ee Bro” 
fane. Accompaniment only : : 


DANZA. No. 2, Improvisada 
DANZA. No. 1 and 2. (From First Clee 
DANZA. No. 5, No Horas Mas 


BEHREND 
BARNES . 
GRIEG 
STEINERT 
Hotust 
lbigvan 
Liszr 


Liszt 


PoNCHIELLI 


HADLEY . 


MapbRIGUERA 


W ALDROP 


Prayep By Rott No. 


Robert Armbruster 
Rudolph Ganz 
Margot de Blanck 


. Manuel M. Ponce 
Paquita Madriguera 
Henri Bergman 
Paquita Madriguera 
Frank Banta 

Marie Dvorak 


Erno Rapee 

Robert Armbruster 
Victor Wittgenstein 
Carol Robinson 
Charles Gilbert Spross 
Guiomar Novaes 


Winifred Byrd 

Tina Lerner 

Robert Armbruster 
Henry Hadley 
Paquita Madriguera 


Uda Waldrop 


GiILMAN- Ll YNDALE-GAYNOR 


Mites 


HENRY 


WEATHERLY . 


DamroscH 
DeEBussy . 
Mowrey 


MacDowELL . 


TCHAIKOVSKY 


CHAMINADE . 


Frimu 


SAPELLNIKOFF 
Pick-MANGIAGALLI 


SAINT-SAENS . 


Scott 


Desussy . 

CERVANTES 
CERVANTES 
CERVANTES 


{a1} 


Dorothy Gaynor Blake 
Robert Armbruster 
Harold Henry 

Lillian Seller 


Coenraad V. Bos 
Arthur Rubinstein 

. Sally Hamlin 
Augusta Cottlow 
Heinrich Gebhard 
Carolyn C. Baldwin 
Erno Rapee 

Ossip Gabrilowitsch 
Wilhelm Bachaus 


Uda Waldrop 
Cyril Scott 


Carlos Salzado 
Margot de Blanck 
Se) OSC LEC Rani 
. Margot de Blanck 


67148 
68550 
64266 


59375 
58478 
66877 
11788 
61718 
64658 


100695 
68956 
59667 

S-31279 
63029 
67930 
63210 


60680 


67249 


66459 


59208 


59466 


66198 
66296 
64488 
11586-S 


12798-S 
63549 
67116 
64409 
62449 
64228 
64648 
62115 

6667-3 


10998 
64060 


10969 
64276 
64377 
64287 


Pricz 


2.00 
2.50 
1.50 


125 
2.00 
SY) 
2.00 
2.00 
2.00 


1S 
1.50 
275 
Des 
DSS 
2.50 
250 


2.50 


DELS 


DD) 


2.00 


1.50 


2.00 
1.50 
2.00 
1.50 


2.00 
WL PIS) 
1.50 
AMS 
DeplS 
2.00 
2.00 
3.25 
25 


2.00 
2.50 


2.25 
1.50 
1b po) 
Led 


DUO-ART PIANO MUSIC 


TItLe CoMPosER Piayep By Rott No. Price 
DANZA ESPANOLA, Ob. 37, No. 1 GRANADOS . Enrique Granados 6133-3 2..75 
DANZA ESPANOLA, No. 2, Arabe GRANADOS . Enrique Granados 57570 =2..50 
DANZA ESPANOLA, No. 5, Andaluza GRANADOS . Enrique Granados 575000 
DANZA ESPANOLA, No. 7, Valenciana GRANADOS . Enrique Granados 57600 2.50 
DANZA ESPANOLA, No. 10 GRANADOS . Enrique Granados 57 590m SO 
DARK, THE (Little Girl; Little Boy): Lie reac 

Song; Kids; The ise as A-flat. epee 

ment only : FerGus . Phyllis Fergus 1240-4-S 3.00 
DARTMOUTH COLLEGE SONGS Stee: Roll): 

Hanover Winter Song; Eleazar Wheelock; Dart- 

mouth Touchdown Song; As the Backs Go Tear- ‘ 

ing By; Hail Dartmouth; D-A-R-T-M-O-U-T-H . Walter Golde 102718 2.00 
DARTMOUTH COLLEGE SONGS (Medley): 

(1) Hanover Winter Song; (2) Eleazar Wheelock; 

(3) Dartmouth; (4) Dear Old Dartmouth; (5) As 

the Backs Go Tearing By; (6) Men of Dartmouth . Frank Banta 100838 2.00 
DAUNTLESS BATTALION MARCH, THE Sousa Erlebach and Milne 19065-d 1.25 
DAWN (Alba) and GOOD NIGHT (Buona Notte). 

From ‘‘A Day In Venice,’’ Op. 25, Nos. land 4. Nevin Robert Armbruster 70118 2.00 
DAY DREAMS. Alto es Voice. Ist and 2nd 

Violin. B-flat ke CPERGUS Phyllis Fergus 12418-S 2.00 
DAY IN VENICE On225; Ses a, 'Gondoler ‘ . NEVIN Robert Armbruster 57517 ‘1.75 
DAY IN VENICE, Op. 25, No. 3, Venetian LoveSong Nevin Robert Armbruster 57 CS vmeel 5 
DAY IN VENICE, Op. 25, No. 3, Venetian Love Song Nevin Herman Fleer §S-30616 1.50 
DAYBREAK. (Soprano, in D-flat). Se 

only , Spross Charles Gilbert Spross 10458-S 2.00 
DAYS OF HEARTS AND FLOWERS. Key E ToBANI-SHILKRET Henri Bergman 102805 1.25 
DEAD CITY SELECTIONS: (1) Preludes to Act; 

(2) Marietta’s Song; (3) Prelude to Act II; (4) 

Pierrot’s Waltz Song; (5) Finale .  Korncorip Lawrence Schauffler 65290 2.50 
DEAREST SPOT ON EARTH, THE. (Song Roll) WRIGHTON Phil Ohman 101005 1.25 
DEDICATION (Widmung). CMezzo-Soprano). Ac- 

companiment only. Key C : SCHUMANN Coenraad V. Bos 10228-S 2.00 
DEEP RIVER (Key F); OH, DIDN'T IT RAIN ce 

G). Negro Spirituals. (Song Accompaniment) BuRLEIGH Robert Armbruster 12619-S 2.25 
DESERT’S DUSTY FACE, THE, Op. 75; No. 2 . CADMAN Charles W. Cadman 68278 2.00 
DEW DROPS Noe Hess Cliff. Hess  Y6VS6 77S 
DIO POSSENTE. ‘‘Faust,’’ Act Il. Filar aye 

paniment only Gounop Coenraad V. Bos 10878-S 2.00 
DIRTY HANDS, DIRTY FACE, Car Roll) Monaco Frank Banta 101695 1.25 
DOLCE FAR NIENTE (Gondoliers’ Songs of Old 

Venice), ‘Eighteenth Century Tunes,’ No. 5 BAUER : Harold Bauer 70390 ~—2.50 
DON JUAN FANTASIA . Mozart-Liszt Ignaz Friedman 6523-6 3.50 
DONNA E MOBILE, LA (Woman 5 Changeaniny 

From ‘‘Rigoletto.’’ Tenor, oo B. ee 

ment only VERDI Coenraad V. Bos 11418-S 2.00 
DOWN IN THE FOREST. ae “A Gre of ie : 7 

Soprano in E. Accompaniment only RONALD . Frank LaForge 11157-S 1.75 
DOWN SOUTH, Ob. 10. American Sketch. Arranged 

by Williams 5 : MyppDLeTON . Robert Armbruster 65008 2. 00 
DREAM, A. (Song Roll) BARTLETT Felix Amdt 100455” 1.25 
DREAM, A BARTLETT Charles Gilbert Spross 59697 1.75 
DREAM, A BARTLETT Irene Di Giovanni 101165 1.25 
DREAM IN THE TWILIGHT, on 29, N oO. im Glee 

ot Mezzo-Soprano). E-sharp. Accompaniment 

only : : ; Srrauss Coenraad V. Bos 11978-S 2.00 

-{ 438 }- 


+250) 
TITLE 
DREAM OF AN ANGEL, Op. 47 


DREAM SHOP, THE. (Song Accompanimend. 
Soprano in D 


DREAM TRYST. (Song Roll) : 

DREAMING OF MY OLD HOME SWEET HOME. 
(Song Roll) 

DREAMS OF VIENNA VALSE : 

DRIFTING DOWN THE WILLOW GLEN 

DRINK TO ME ONLY WITH THINE EYES . 


DRINK TO ME ONLY WITH THINE EYES \ (Song 
FLOW GENTLY SWEET AFTON f Roll} 


DU BIST DIE RUH (Thou Art Repose). Transcription 
by Franz Liszt : 

DU, DU LIEGST MIR IM HERZEN. German Folk- 
Song. (Song Roll) 

DUNA. (Song Roll) ; 

DUNA. (Baritone, in B-flat). Ree eeinent pores 

DUO (Repos d’Amour), Or. 2, No. 4 

DYINGPORT . nS 


EAGLE, THE, Op. 32, No. 1 

EASTERN INTERMEZZO : 

EASTERN INTERMEZZO. (For Six Hands): ae 
Hand Roll. Accompaniment only . 

ECHO DE VIENNE. Valse de Concert 

ECHOES OF THE ANDES 

ECHOES OF THE BALL and ENTR’ ACTE 
GAVOTTE : 

ECRIN (Gems) pe Accompaniment, High ates 
in G) 

ECSTASY VALSE 


EDELWEISS, Op. 38, No. 1 (German Baek (Song 
Roll) ‘ae 

E’ER SINCE THE DAY WHEN UNTO. THEE 1 
GAVE ME (From “‘Louise’’). Soprano in G- 
Major. Accompaniment only . 


EIGHT VARIATIONS ON THE THEME * “TAN- 
DELN UND SCHERZEN”’ ai. 


EILI, EILI (Song Roll) 

ELDORADO 

ELEGIE. Transcription Fe ton ee 

. ELEGIE A ee ie 

ELEGIE, Op. 10, No.5 . 

ELEGIE, Op. 3, No. 1 ; 

ELEVATION, Os. 76;,,No. 2. Reece sans recles 
ELFIN DANCE, No. 4, ‘‘Mother Goose Suite’’ 

ulkE DANCE, Op. 10, No. 5 

“EN BOHEME, Op. 82 


END OF THE LESSON DUETS, ee 1 to 6 (Chil- 
dren’s Duets for Piano, Accompaniment. Second 
Part Only): March of the Knights; The Little 
Colleen; Fireside Folk-Song; In the Moonlit 
Garden; At Sunset; The Magician’s Cave 


ComPposER 


D Orso 


W ALDROP 
CaDMAN 


O'Hara . 
SIECZYNSKI 
ELBE. 
ARNE 


ARNE 
SPILMAN 


SCHUBERT 
McGitt . 
McGit . 


HENSELT 


GOTTSCHALK . 


E 


MacDow.E Lt . 


GRAINGER 


GRAINGER 
SAUER 
VALDERRAMA 


Ginter . 


CHAMINADE 


MENDELSSOHN 


PLAYED BY 


Henri Bergman 


Uda Waldrop 
Charles W. Cadman 


Geoffrey O' Hara 
Eleanor Spencer 
Richard Elbel 
Felix Arndt 


George Gartlan 
Ernest Hutcheson 


Oscar Haase 

Henri Bergman 
Lawrence Schauffler 
Georgia Hall-Quick 
Josef Martin 


Lester Donahue 
Percy Grainger 


Percy Grainger 
Erno Rapee 


Carlos Valderrama 
Ben Lincoln 


Dallmevyer Russell 


Ursula Dietrich-Hollinshead 


PrEUSCHELL 


CHARPENTIER 


BEETHOVEN 
SANDLER 
BarTLeTT 
MassENET 
MaAssENET 
MassENET 


RACHMANINOFF 
CHAMINADE . 


BENNETT 
FRIEDMAN 
STERNBERG 


DuTToNn . 


hs F 


Oscar Haase 


Coenraad V. Bos 


Ethel Leginska 
Robert Summers 
Genevieve Pitot 
Huston Ray 
Herman Fleer 
Rudolph Reuter 
Rudolph Ganz 
Clarence Adler 
Percy Bennett 
Ignaz, Friedman 
Constantin Sternberg 


Elva Faeth Rider 


ALPHABETICAL LIST OF COMPOSITIONS RECORDED FOR THE DUO-ART PIANO 
SY) 


Rott No. 
66466 


S-30525 
100805 


102465 
62609 
S-30706 
55378 


101826 


57909 


101655 
101995 
S-30306 
S-30136 
60557 


61367 
69970 


11858 
62319 
64498 


62467 
12906-S 
S-31317 


102225 


11298-S 


6957-4 
101355 
66888 
65808 
S-30096 
68818 
7057-3 
58348 
S-30387 
65830 
61789 


70638 


2.00 


DUO-ART PIANO MUSIC 


o£ 58)? << GIG 2s 


TITLE 


ENGLISH COUNTRY DANCES, No. 1: Gathering 
Peasecods; Newcastle; Rufty-Tufty 


ENGLISH COUNTRY DANCES, No. 2: If All the 
World Were BaD Put on ae Smock; The Black 
Nag 

ENGLISH COUNTRY DANCES, No. 3: Jenny Pluck 
Pears; Sellengers Round 

ENGULFED CATHEDRAL, THE 

ENTR’ACTE, Op. 170, No. 12. From the 
Beaujolais.’ Piano Part only . ; 

ENTRANCE, ‘‘Forest Scenes,’’ Op. 82, No. 1 

ENTREE DE FETE. Played on Two Pianos 
Arranged by Saint-Saens. 

EN VALSANT : 

ERLKING, THE. Arranged By env ree ; 

““ERMINIE”’ SELECTIONS: When Love is Young; 
Lullaby; A Soldier’s Life; What the Dae 
Say; Finale . : ; : 

ERNA WALTZ 

EROICA, ETUDE D ‘EXECUTION TRANSCEN- 
DANTE, Now7< ; 

EROTIKON, Op. 43, No. 5 ine Poem) 

ESPANA (Rhapsody for Two Pianos). Accompani- 
ment only 

ESTRELLITA, Monee love Sone (Moco 

ESTUDIANTINA WALTZES 

ETINCELLES (Sparks), Op. 36, No. 6 

ETINCELLES (Sparks), Op. 36, No. 6 

ETUDE IN D-FLAT 

ETUDE IN F MINOR (La Tessa) 

ETUDE, Op. 2, No. 6 Cif I Were a Bird) 

ETUDE, Op. 5, No. 2 (Pensee un Peu a Moi) 

ETUDE, Op. 8, No. 12 (Pathetic) 

ETUDE IN A-FLAT (Posthumous) 

ETUDE, Op. 10, No. 1 

ETUDE: Ors 102.Notjae 7 ee 

ETUDE, Op. 10, No. 3. Key E 

ETUDES Op 10, Nonea Key. 

ETUDE, Op. 10, No. 12 ; 

ETUDE IN C MINOR, Op. 10, ENG. 12 

ETUDE IN A-FLAT, Op. 25, No. 1 

ETUDE, Op. 25, No. 1 : 

ETUDE, Op. 25, No. 2, F Minor . 

ETUDE, Op. 25, No. 5 : 

ETUDE IN G-SHARP MINOR, Or. 25, No. Om 

ETUDE, Op. 25, No. 9 : 

ETUDE IN D-FLAT, Op. 25, No. 8 

ETUDE IN E MINOR, Op. 25, No. 11 

ETUDE, Op. 25, No. 11, A Minor 

ETUDE, F Minor (No. 1 of ‘Three New Shia. oa 

ETUDE, No. 1. Arranged by Johannes Brahms . 

ETUDE, Op. 15, No. 8 Paes: 

ETUDE, Op. 36, No. 13, F-sharp . 

ETUDE IN B-FLAT, Op. 104, Book 2, No. 1 


“Bells of 


CoMPOSER 


SHARP 


SHARP 


SHARP 
Desussy 


COERNE . 
ScHUMANN 
GouNnopD 


GEBHARD 
SCHUBERT 


JAKOBOWSKI . 
BOHRER . 


Liszt 
GRIEG 


CHABRIER 
PONCE 

W ALDTEUFEL 
MoszkowskKI . 


Moszkowsk1 . 


isza 


LESCHETIZKY . 


HENSELT 
HENSELT 
ScRIABINE 
CHOPIN . 
CHOPIN 
CHOPIN . 
CHOPIN . 
CHOPIN . 
CHOPIN . 
CHOPIN . 
CHOPIN . 
CHOPIN . 
CHOPIN . 
CHOPIN . 
CHOPIN . 
CHOPIN . 
CHOPIN . 
CHOPIN . 
CHOPIN . 
CHOPIN . 
CHOPIN . 
BorTKIEWICZ 
ARENSKY 
MENDELSSOHN 


Ak 


Prayep By Roxt No. 


. Robert Armbruster 


. Robert Armbruster 


. Robert Armbruster 
Myra Hess 


Arthur Shepherd 
John Powell 
Rose and Ottilie Sutro 


Heinrich Gebhard 
Ignaz Friedman 


Robert Armbruster 
Alphonse Bohrer 


Rosita Renard 
Percy Grainger 


Paquita Madriguera 
Maurice Dumesnil 
Genevieve Pitot 
Elena De Marco 
Josef Hofmann 
Magdeleine Brard 
David Pesetzky 
Arthur Friedhetm 
Aurelio Giornt 
Alfred Cortot 

Percy Grainger 
Michael Zadora 
Herbert Fryer 
Alfred Cortot 

Ossip Gabrilowitsch 
Harold Bauer 

Elly Ney 

Daisy C. Woolsey 
Carl Friedberg 
Ossip Gabrilowitsch 
Rosita Renard 

Irene Scharrer 

_ Ignace Paderewski 
Alfred Cortot 

Irene Scharrer 
Alfred Cortot 

Gitta Gradova 

Rose and Ottilie Sutro 
Lester Donahue 
Hans Ebell 

Harold Bauer 


68438 


68448 


68448 
69270 


67908 
63379 
62140 


61838 
6407-4 


68029 
65437 


59800 
6693-3 


10469 
63189 
67788 
S-30668 
6598-5 
65770 
S-30278 
57058 
63538 
66230 
6548-3 
55210 
55758 
6524-4 


6414-4 - 


5627-4 
65820 
S-30328 
56950 
6349-4 
60410 
67628 
6097-6 
67409 
66529 
6606-3 
68650 
62650 
61949 
61878 
66140 


Price 


2.00 


2.00 


2.00 
2.50 


2.00 
2.25 
2.50 


2.00 
3.00 


0.25 
1.75 


2.50 
2375 
2.25 
225 


Br25 
2.50 


2.50 
eS 
2.50 


ALPHABETICAL LIST OF COMPOSITIONS RECORDED FOR THE DUO-ART PIANO 
— 


TiTLe 


ETUDE CAPRICE, Op. 14, No. 4 
ETUDE CAPRICE (Capriccio), Op. 28, No. 6 
ETUDE DE CONCERT, Op. 19, No. 2 
ETUDE DE CONCERT IN A-FLAT, Op. 19, No. 5. 
ETUDE DE CONCERT, Op. 24, No. 1 

ETUDE DE CONCERT, Op. 36, F-sharp Minor 
ETUDE DE CONCERT, Op. 103 (Troisiéme) 


ETUDE DE CONCERT IN F MINOR, No. 2 rgBele 
peges)) 


ETUDE EN FORME DE VALSE - 
ETUDE FOR THE LEFT HAND . 
ETUDE HEROIQUE, Op. 48, No. 13 
ETUDE ON MINUTE WALTZ 


ETUDES IN F-SHARP MINOR and C-SHARP 
MINOR 


ETUDES, Op. 25, No. 9 (Butterfly) 8 Op. 10, Now 5 
(Black Key) 


ETUDES, Op. 25, No. 9 (Bocce eat Op. 10, Net 5 
(Black Key) 


EUGEN ONEGIN. Concert Patsphvrase 
EVENING WHISPERS, Op. 47, No. 1 
EVENTIDE : 
EVOCATION C‘‘Iberia’’) 

EXTASE (Revery) 


FACE TO FACE (Song Roll) : 

FAIRY LULLABY Bans ae Soprano 
in E-flat) . 

FAIRY TALE. From Or. 14, No. 2 (March e me 
Knights) . es 

PAIRY TALE RECITES AN EPILOG, THE, Or. 3; 
No. 7 : 

FAITH IN SPRING CFrblingsglaube). Transcription 
by Liszt 

FALSE PROPHET, THE. ne Ey 

only . 

FALTERING DUSK, Or. 45, Se 1 High in A- flat 
Minor. Accompaniment only . 

FANTAISIE IMPROMPTU IN C-SHARP MIN OR, 
Op. 66 . : : Kel a 

FANTAISIE IMPROMPTU, Or. 66 

FANTAISIE IMPROMPTU, Op. 66 “Alternating 
Roll) 

FANTAISIE IN F MINOR, Or. 49 

FANTASIA No. 1 5 

FANTASIA IN C MINOR On oO. 4) 


FANTASY ON CHRISTMAS HYMNS: O Come, O 
Come Immanuel; While Shepherds Watched Their 
Flocks by Night; It Came Upon the Midnight 
Clear; Shout the Glad Tidings; Joy to the World. 
Arranged by Dion W. Kennedy. (Song Roll) 


Accompaniment 


CoMPOSER 


GANZ 
DouHNANYI 
Pox.pINI . 


PoLpin1 . 


Moszxkowsk1 . 
MacDowELt . 


STERNBERG 


Liszt 


SAINT-SAENS . 


Hormann 


LESCHETIZKY . 


PLAYED BY 

Rudolph Ganz 
Andrew Haigh 
Desider Vecsez 
Fanny Votey Rogers 
Alberto Jonas 
Teresa Carreno 
Josef Hofmann 


Magdeleine Brard 
Alfred Cortot 
Josef Hofmann 


Gutomar Novaes 


Cuopin-InGenrritz McNair Ilgenfritz 


BorTKIEWICZ 


CHOPIN . 


CHOPIN . 


TCHAIKOVSKY . 


PaLMGREN 
HueERTER 
ALBANIZ 


GANNE 


F 


JOHNSON 
W ALDROP 
MeEDTNER 
KorNGOLD 
SCHUBERT 
SCOmiee 
KRAMER . 


CHOPIN 


CHOPIN . 


CHOPIN. . 
CHOPIN . 
Mozart . 
Mozart . 


Bras 


Carol Robinson 
Gutomar Novaes 


Alfred Cortot 
Tina Lerner 


Una Bourne 


. Irene De Giovanni 


. Arthur Rubinstein 


Robert Armbruster 


Henri Bergman 
Uda Waldrop 
Nicholas Medtner 
Daisy Hoffman 
Aurelio Giornt 
Vera Eakin 
Corinne Wolersen 


Ossip Gabrilowitsch 
Harold Bauer 


Harold Bauer 
Harold Bauer 
Alexander Raab 
Harold Bauer 


Dion W. Kennedy 


Rott No. 
6723-4 
S-31399 
57267 
66417 
57150 
5615-3 
6507-6 


61579 
6372-4 
6753-4 

58488 

55819 


68890 


6453-4 


6593-4 
64599 
67419 
65368 
63780 
70446 


101495 


S-30515 


6882-3 


70407 


59008 


11407 


11666 


7074-4 
6058-4 


S-31024 
6266-6 
56778 
7073-4 


101059 


Price 
3.00 
BMS 
LS: 
bey 5 
2.50 
Beh 
3.50 


jg IS 
3.00 
3.00: 
2.00 
Diy 


DS 


DUO-ART PIANO MUSIC 


0S) 
TITLE CoMposER Purayep By Rott No. 
FANTASY ON EASTER HYMNS (Song Roll): C1) 

Oh, the Golden, Glowing Morning; (2) Come 

Ye Faithful, Raise the Strains; (3) The Strife is 

O’er; (4) Jesus Christ is Risen Today; (5) Ho- 

sanna. Arranged by Dion W. Kennedy Dion W. Kennedy 101108 
FAREWELL, Op. 82, No. 9. From ‘‘Forest Scenes”’ SCHUMANN John Powell 61610 
FAR GREEN HILLS OF HOME, THE (Song Roll). CONNER . Pierre Connor 102525 

FASCINATION CNovelette) . Hess. Cliff Hess 61657 
FAUNS, THE (Les Sylvains) . ae CHAMINADE Ernesto Berumen 63648 
FAUST SELECTIONS: Kermesse Scene, Act I; Calf oF 

Gold, Act Il; Waltzes, Act II]; Prcon Scene: 

Finale, Act V : . Gounop Erno Rapee 65630 
FAUST WALTZES. Arranged hoe McNair ieee . Gounop McNair Ilgenfritz 60027 
FELLOWSHIP MEDLEY: (1) When Good Fellows 

Get Together; (2) Hail, Hail The Gang’s All 

Here; (3) How Dry I Am; (4) Heidelberg; (5) 

Casey Jones; (6) We Won't Go Home Till Morning Frank Milne 101228 
FEUX FOLLETS : Puree . Guiomar Novaes 6849-4 
FIFEDS OF BALLYCLARES IEE Song Accompani 

ment, in G) ns TurRNER-MALEY Frank LaForge 12958-S 
FILEUSE, LA, Op. 157,.No. 2 RarF Paquita Madriguera 61378 
FILLE AUX CHEVEUX DE LIN. First Book of Pre- 

ludes, No. 8 : Desussy . E. Robert Schmitz 6240-4 
FINGALS CAVE OVERTURE MENDELSSOHN Hutcheson and Ganz ‘515-6 
FIREFLIES (Scherzo), No. 3. From “A ene Pil- 

grimage in the White Mountains”’ . HINTON . Katherine Goodson 6322-3 
FIRESIDE TALES, Op. 61, No. 2, Of Br’er Rabbit MacDowE Lt . Augusta Cottlow 63959 
FIRESIDE TALES, Op. 61, No. 2, Of Br’er Rabbit MacDoweEti. Carolyn Cone Baldwin 57377 
FIVE WALTZES, Op. 51 ; FRIEDMAN Ignaz Friedman 6830-4 
FIVE WALTZES, Op. 51 (Second Piano (RS Neca 

paniment only ; FRIEDMAN Ignaz Friedman 11560 
FLANDERS REQUIEM CAmetica s ane For 

Chorus of Men’s Voices in E. Saas 

only LaForGeE Frank LaForge 11006 
FLOODS OF SPRING, Or. 14, iN 11 (High Voice in 

E-flat). Accompaniment only . RACHMANINOFF Frank LaForge 11888-S 
FLORENCE WALTZ (Grande Valse Bree LiEBLING Genevieve Pitot 67677 
FLOW GENTLY, SWEET AFTON (Song Roll) SPILMAN . Irene Di Giovanni 101275 
FLOWER SONG (Blumenlied), Op. 39 LaNGE Robert Summers 67366 
FLYING DUTCHMAN, THE. SPINNING SON G. 

Transcription by Franz Liszt WAGNER Ernest Hutcheson 57739 
FOLIA, LA (Violin Accompaniment) .. CorELLI-SPALDING Andre Benoist 12998 
FOLK MELODY MARCH Se ee era Old 

English Melody) Ray Perkins 68078 
FOLK TUNE (Czecho-Slovak), Or. 12. NG 2: Sux . Marie Dvorak 64658 
FONTAINE, LA, Op. 34 LysBERG Fannie Votey Rogers 63487 
FOR YOU ALONE (Song Roll) GEEHL Robert Armbruster 101775 
FORCE OF DESTINY, THE (La Forza Del Destino) 

Improvisation on Melodies ; VERDI Robert Armbruster 69238 
FORGET-ME-NOT INTERMEZZO MacBeTH Fannie Votey Rogers 63038 
FORGET-ME-NOT, Op. 22, Intermezzo MacsetTu Genevieve Pitot 69506 
FORGOTTEN (Song Roll) CowLezs Felix Arndt 100105 
FOUND IN GRANDMOTHER’S ATTIC: ae 

mother’s Slippers, The Cradle, The Old Clock, 

The Spinning Wheel, The Guitar . , GaYNoR . Dorothy Gaynor Blake 66118 

44a} ) ~ 


Gers 


PRICE 


2.00 
2.50 
1.25 
hag it 
2.00 


2.50 
1.75 


2.00 
3.00 


2.00 
2.00 
3.00 
3.50 


DTD 
MSS) 
Nia} 
3.00 


2.50 


1.50 


2.00 
1.75 
ae25 
1.50 


2.25 
2.00 


2.00 
2.00 
oS 
2.5 


2.00 
2.00 
1550 
25 


2.00 


TiITLe 
FOUR FRENCH SONGS: (Soprano A-flat). Accom- 
paniment only. 
Un Doux Lien (Tender Tees 
Un Sourdin . ‘ : 
Il Neige 
Farewell at Morn 
FRENCH SONGS: Le Long ck yetaee a Te Sais 
Que Vous Etes Jolie . 
FRENCH SUITE, No. 6, 
Courante 
FRENCH SUITE, No. 6, in Bee srebende 
FROM FORGOTTEN MOTIVES: ° 
Op. 38, No. 3 : 
FROM FORGOTTEN MOTIV BS: Dauza Jubilsa, j 
Op. 40 . : : 
FROM THE CARNIVAL, a 19, No! 3 
FROM THE LAND OF SKY-BLUE WATER, Op. 54, 
No. 2. Transcription by the Composer 
FRUHLINGSRAUSCHEN (Rustling of Spring), On 
325 No.3 : 
FRUHLINGSRAUSCHEN Getsclitte of Sprine: On! 
32, No. 3. D-flat. (Alternating Roll) . 
FRUHLINGSRAUSCHEN (Rustling of oe on 
32s.No. 3 : 
FUGUE, trom Prelude, Choral ad Fugue 
FUNERAL MARCH OF A MARIONETTE 
FUNICULI-FUNICULA. Medium in E-flat. 
Roll) ; 
FUTURE STILL SHINES BRIGHTLY, THE Pli Pred 
Faith)—Recitative and Cavatina alla Polacca. 
(Soprano in C.) From ‘‘Linda di Chamounix’”’ 


in Eee tiemende. and 


‘Danza Festiva,’’ 


(Song 


ComposER PLAYED BY 
eee | 

H 

oe | . Robert Armbruster 
PxEssaRD 

CHRISTINE Con Conrad 
Bacu Harold Samuel 
Bacu Harold Samuel 
MeEpDTNER Nicholas Medtner 
MeEDTNER Nicholas Medtner 
GRIEG Daisy Nellis 
CapMan — Charles Wakefield Cadman 
SINDING Rudolph Ganz 
SINDING Rudolph Ganz 
SINDING Arthur Shattuck 
FRANCK Robert Lortat 
GouNopD Clarence Adler 
DENZA Robert Armbruster 
DonIzETTI Elva Faeth Rider 


G 


GALHOFEIRA, Op. 13, No. 4 (Brazilian Dance) 
GALOP DE CONCERT . 
GARDEN DANCE, A 
GAVOTTE IN F. Arranged by Harold: eee 
GAVOTTE IN F 
GAVOTTEIN A. Arranged be Tehonnes ers 
GAVOTITE, Op. 3, Key F-sharp 
GAVOTTE, Op. 12, No. 2 
'GAVOTTE, Op. 49, No. 3 
GAVOTTE (dans le Style Ancien) 
GAVOlIE, Op.50,No.5 . 
MENUETTO, Ob. 14, No. 2 : 
GAVOTTE and VARIATIONS. pease oy 
Theodor Leschetizky 
GAY BUT WISTFUL, No. 2. Brom: ‘In a Meshell? 
Suite hare) ay : 
GERMAN DANCE, No. 3 Sos 
GIANNINA MIA (From “The Firefly’ > (one Roll) 
GIPSIES, THE (Soprano and Alto Duet, aoa aed 
ment, in C) . : 
“GIVE A MAN A HORSE HE CAN RIDE 
Baritone, Key C. Accompaniment only 


NEPOMUCENO Maria Carreras 
SAUER Rosita Renard 
VARGAS Erno Rapee 
BEETHOVEN Harold Bauer 


BreTHoveN-Baver Harold Randolph 


GLuck Guiomar Novaes 
DE Lima Corina Henriquez de Lima 
PROKOFIEFF Serge Prokofieff 
GLAZUNOFF Serge Prokofieff 
Mowrey Dent Mowrey 
ee S| een Nev ier 
ORRESEN 
RAMEAU . Ethel Leginska 
GRAINGER Percy Grainger 


Joha Powell 


BEETHOVEN-SEISS . 


FrRIML Robert Armbruster 
BrauMs Elva Faeth Rider 
‘O'Hara . Geoffrey O° Hara 


“4 443 f- 


ALPHABETICAL LIST OF COMPOSITIONS RECORDED FOR THE DUO-ART PIANO 


Rott No. 


12199-S 


60387 


70809 
70819 


6998-3 


68729 
60408 


58468 


6729-3 


S-3103-3 


58099 
5906-4 
64038 


103005 


12975-S 


66560 
6338-3 
62617 
6380-4 
S-30448 
6476-3 
64307 
62530 
63770 
70488 


67148 


6217-3 


6072-4 
66800 
102855 
12918-S 


11437 


9) is 


LS 


2.25 
2.25 


De 


225 
2.00 


2.00 


2.75 


Dad: 


DROS 
3.00 
2.00 


125 


1.25 


PLESSO 
251) 
LGW) 
3.00 
2.00 
2a 
1.75 
2.50 
2.50 
2.00 


2.00 


27) 


3.00 
2.50 
15) 
2.00 


175 


DUO-ART PIANO MUSIC 


eso) 
TITLE 
GIVE ME ONE ROSE TO REMEMBER. 
(Song Roll) 
GLISSANDO-MAZURKA, Op. 259, Ne 2 
GLORIA (Hymn, in B-flat) (Song Roll) 
GLOW WORM, THE. Idyl : 
GOD BE WITH YOU TILL WE MEET AGAIN. 

(Song Roll) : 

GOD IS LOVE and OPEN MY EYES THAT I MAY 

SEE. (Song Roll) 

GOD TOUCHED THE ROSE. Gee voor ey of C). 

Violin Obbligato. Setar only) . 

GONDOLA, LA, Etude, Op. 13, No. 2 

GONDOLIERA. (No. 1. From “‘Années de Paleri- 
nage.’’) Venezia e Napoli eet fog te 

GOOD-BYE. (Song Roll) 

GOOD-BYE. (Mezzo-Soprano. ) HecOninan iene ani 

GOOD-BYE SWEET DAY. (Song Roll) 

GOETTERDAEMMERUNG (Dusk of the Gods): 

Roll No. 1: Prologue; Sunrise; Siegfried’s Parting 
from Brunhilde . 

Roll No. 2: Excerpts fon Acts i and IL. Scene 3: 
the Gibichungs; Hagen’s Meditation; Chorus 
of Vassals (Call to the Marriage); Trio of the 
Rhine-Maidens .. 

Roll No. 3: Brunhilde’s Tamolarion: iBthavile 

GOYESCAS, El Pelele (The Dummy) . 
GOYESCAS INTERMEZZO . : 

GOYESCAS, Introduction to Act III, One Oo te 
Maja y el Ruisenor, Andante Melancolico . 
GRAND FANTAISIE TRIOMPHALE SUR 

L’HYMNE NATIONAL BRESILIEN . 

GRANDE POLKA DE CONCERT, Op. 1 . 

‘*“GRANDPA’S FAVORITE,”’ Quadrille 

GRAVE IN FRANCE. sci ge for Low 
Voice. Key G Minor ccs 

GROTESQUE MARCH, Op. 32, Se 1 

GUITARE (Caprice), On: 32 

GUITARRE, Op. 45, No. 2 

GUITARRE, Op. 45, No. 2 

GUITARRE (Valse Bluette) (Violin Aceon far nee) 

GUM-SUCKERS MARCH, THE, No. 4. From ‘In a 


COMPOSER 


GREY Frank H. Grey 
Charles Gilbert Spross 


Elva Faeth Rider 


Boum 
Buzzi-Prccia 


LINcKE Erno Rapee 
TOMER Ina W. Polson 
Scott . Dion W. Kennedy 
Brown . Lillian Seller 
HENSELT Leopold Godowsky 
Liszt Rudolph Ganz 
Tosti Felix Arndt 
Tosti Coenraad V. Bos 
VANNAH Herbert Jones 
WAGNER Ralph Leopold 
WAGNER Ralph Leopold 
WAGNER Ralph Leopold 
GRANADOS Enrique Granados 
GRANADOS Paquita Madriguera 
GRANADOS Enrique Granados 
GoTTsCHALK Gutomar Novaes 
BARTLETT Genevieve Pitot 

Robert Armbruster 
Ganz Rudolph Ganz 
SINDING Yolanda Mero 
CHAMINADE . Cecile Chaminade 
MoszkKOwsKI . Guiomar Novaes 
MoszkowskI . Josef Hofmann 


Andre Benoist 
Percy Grainger and 


Moszxowsk1-DriGo 


Nutshell’’ Suite . GRAINGER Lotta Mills Hough 
GYPSY LOVE SONG. Fone The Foren Teller.’ : 

(Song Roll) ee, ae HERBERT Robert Armbruster 

H 

HANDS ACROSS THE SEA MARCH . Sousa Ben Lincoln 
HANSEL AND GRETEL DREAM MUSIC Humperpinck .._ Robert Armbruster 
HAPPY PRINCE anaes Se ae i 

ment only LEHMANN . Robert Armbruster 


ELAPP Y WANDERER, on 173 NG. Dy pene Pe pie 
HARK, HARK THE LARK . 
HARK, HARK THE LARK . 


HARMONIES DU SOIR (Evening Harnenico No. 
11. Etude d’exécution transcendante 


JENSEN-COERNE Arthur Shepherd 
ScuuBERT-Liszt Ignace J. Paderewski 


ScHUBERT-LiszT Aurelio Giornt 


Liszr Arthur Friedheim 


4444) 


Prayep By Rout No. 


102405 
66206 
12676-S 
63868 


100887 


100736 


11706-S 
5840-4 


6571-3 
100385 
10176-S 
101395 


69450 


69460 
69470 
57620 
58689 


5763-4 


6442-4 
67377 
70128 


10068-S 
66950 
64800 

6173-3 
6615-4 
12810 


6059-4 


102195 


62768 
65878 


12550-S 
68198 
6694-6 
60529 


5861-4 


*@row 


PrIcE 


2) 
1.50 
1.50 
2.00 


475 


1/50 


1kasy0) 
3.00 


215 
1.25 
1.50 
25 


2.50 


2.50 


2.50 
2.50 
225 


3.00 


3.00 
1.75 
2.00 


2.00 
be) 
2.50 
Le he 
3.00 
2.50 


3.00 


TSI. 


2.00 
2.00 


2:0 
2.00 
3.50 
2.25 


3.00 


-eS()* 
TITLE 
HARMONIOUS BLACKSMITH . 
HARMONIOUS BLACKSMITH 
HARVARD SONGS: Hit the Line for Eta: O’er 
the Stands in Flaming Crimson; Fair Harvard; 
Hard Luck for Poor Old Eli; Ten Thousand Men 
of Harvard; Harvardiana (Song Roll) . 
HE LEADETH ME (Three Verses) (Song Roll) 
HEAR ME, YE WINDS AND WAVES (Air from the 
opera “‘Scipio’”). Accompaniment only 
HEART OF A ROSE, THE (High Voice, E mee 
Accompaniment only : 
HEART OF HER, THE (Mezzo- ed EN fee F 
HEART TO HEART (Song Roll) . 
HEARTSEASE, Op. 8, No. 2 ae D- 38). Ac- 
companiment only — Sais : 
HEARTS AND FLOWERS, Op. 245 
HER SHADOW oe Canoe as From ‘* ‘Sha- 
néwis”’ 
HIDE AND SEEK Giche Each), No. 12: Fee 
““Quinze Pieces’’ 
HIGHWAYMAN, THE (Destearté Rene sere 
Music) . 

“HoeMese PINAFORE” SELECTION S: We Sail nie 
Ocean Blue; I’m Called Little Buttercup; I’m 
Captain of the Pinafore; Fair Moon; When I Was 
a Lad; He Is an Englishman ie ers 

HOLIDAY, THE (Un Jour de Féte) ; 

HOLLAND’S PEASANT SONGS AND DANCES 

HOLY CITY, THE (Song Roll) 

HOME SWEET HOME . 

HOME SWEET HOME (Song Roll) 

HOMING. Accompaniment only. Key C ; 

HONEY CHILE (Low Voice, aa aeons 
ment only 

HOOCHEE COOCHEE DANCE. rere TAC ake Foe 

HOPAK. Arranged by Sergei Rachmaninoff 

HOPE THOU IN THE LORD and 
O SOLE MIO (Song Roll) 

HORNPIPE (From the Water Music) . 

HOW BEAUTIFUL WERE ONCE THE ROSES, Or. 
68, No. 1 (Accompaniment for Recitation) 

HOW CAN I LEAVE THEE (Song Roll) 

HUMORESQUE IN G-FLAT 

HUMORESQUE, Op. 10, No. 2 

HUMORESQUE, Op. 101, No. 7 

HUMORESQUE, Op. 101, No.7 . 

HUMORESQUE, Op. 101,No.7 . . 

HUMORESQUE, Op. 101, No. 7. Arran ged by iatte 
Kreisler , 

THE BEE (L’ Wheille), Op. L, No. 9. Rol 

Accompaniment 

HUNGARIAN DANCE, No. 1 (First eae ye ake 
G Minor 

HUNGARIAN DANCE, we 5. Shae Aad | Arrange 
ment (Primo Part) 


ComposER 
HANDEL . 


HANDEL . 


BRADBURY 


HANDEL . 


WARREN 


CADMAN 


PLAYED BY 


Harold Bauer 


Teresa Carreno 


Frank R. Hancock 
Ina W. Polson 


Charles Gilbert Spross 


. Robert Armbruster 
Charles W. Cadman 


VANDERPOOL Frederick W. Vanderpool 


PowELL . 


John Powell 


Mosss-Tosant Moissaye Boguslawski 


CADMAN 


PIERNE 


Fercus 


SULLIVAN 
PEEPLES 
RoENTGEN 
ADAMS 
BisHop 
BisHop 
R1iEGo 


HvuERTER 
PowELu . 


MussorGsky . 


HANDEL 
Di Capua 


HanpDEL-GRAINGER 


ARENSKY 


GARDINER 


TCHAIKOVSKY 


Dvorak . 
Dvorak . 
Dvorak . 


Dvorak 


SCHUBERT 


BrauMs . 


BrauMs . 


Be: 


Charles W. Cadman 
Magdeleine Brard 


Phyllis Fergus 


Robert Armbruster 
Katharine B. Peeples 
Eleanor Spencer 
Henri Bergman 
Ernest Schelling 
Marsghee Knaffl 
Lillian Seller 


Lillian Seller 
John Powell 
Gitta Gradova 


George H. Gartlan 
Percy Grainger 

. Robert Armbruster 
Felix Arndt 

Percy Grainger 
Rudolph Reuter 

. Robert Armbruster 


Herman Fleer 


Rudolph Ganz 


Andre Benoist 


Maurice Dambois 


Harold Bauer 


ALPHABETICAL LIST OF COMPOSITIONS RECORDED FOR THE DUO-ART PIANO 
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Rott No. 
6468-4 
6020-4 


102698 
100625 


11168-S 


12225-S 
101119 
102475 


11598-S 
59917: 


11986-S 


70198 


1278-8-S 


67589 
S-30765 
61888 
101925 
101588 
101125 
11606-S 


12096-S 
58359 
68560 


101886 
6754-3 
12650-S 
100015 
6415-3 
62029 
56217 


S-30086 
63690 


12579 


10828 


10500 


PRIcE 
3.00 
3.00 


STs 


2.00 


2.50 


DUO-ART PIANO MUSIC 


~eS€O)* 
TITLE 
HUNGARIAN DANCE, No. 5 
HUNGARIAN DANCE, No. 6 x 
HUNGARIAN DANCE, No. 6 (Primo Part oan 
A-flat 
HUNGARIAN DANCE, No 6. ;. For Two hte: One 
Piano Part only) 


HUNGARIAN DANCE, No. 8, Miner ; 

HUNGARIAN RHAPSODY, No. 2 

HUNGARIAN RHAPSODY, No. 2 , 

HUNGARIAN RHAPSODY, No. 5 (Heroide Ele: 

giaque) 

HUNGARIAN RHAPSODY, No. 6 ; 

HUNGARIAN RHAPSODY, No. 8 leenad® 

HUNGARIAN RHAPSODY, No. 9 

HUNGARIAN RHAPSODY, No. 10 

HUNGARIAN RHAPSODY, No. 10 

HUNGARIAN RHAPSODY, No. 10 

HUNGARIAN RHAPSODY, No. 11 

HUNGARIAN RHAPSODY, No. a Alternating 
Roll) 

HUNGARIAN RHAPSODY, No. 12 

HUNGARIAN RHAPSODY, No. 12 

HUNGARIAN RHAPSODY, No. 12 

HUNGARIAN RHAPSODY, No. 14 

HUNGARIAN RHAPSODY, No.15 ation Merch 

HUNTING SONG, Op. 82, No. 8. From ‘Forest 


Scenes’’ 
HUSH-A-BYE Ge Roll, = Wore 
HYACINTH, THE , 
HYMN TO THE SUN. From * ‘The Golden Cocker 


I CAME WITH A SONG (High in G- ane Accom- 
paniment only 


I CANNOT SING THE OLD SONGS . 
MOTHER’S OLD RED SHAWL (Song Roll) 


I DREAMT THAT I DWELT IN MARBLE HALLS 
(From ‘‘The Bohemian Girl’’) (Song Roll, with 
Words) 

I HEAR A THRUSH ‘AT EVE one Roll) 

I KNOW A LOVELY GARDEN : 

I LOOK INTO YOUR GARDEN CTenor, A- fad) Ae 
companiment only 

I LOVE A LITTLE COTTAGE (Song Roll) 

I LOVE AND THE WORLD IS MINE te Voice). 
Key A. Accompaniment only 

I LOVE THEE, Op. 41, No. 3 (Soprano). Aeeomane 
ment only. KeyC © : 

I LOVE YOU IN THE SAME OLD WAY Darling 
Sue) (Song Roll) 

I LOVE YOU SO (With Words). Medium i in ee 

I LOVE YOU TRULY (Song Roll) 

I NEED THEE EVERY HOUR na ea Song 
Roll) : 


CoMPosER 
BRAHMS . 
BRAHMS . 


BRAHMS . 


BRAHMS . 
BRAHMS . 
Liszt 
Liszt 


Liszt 
Liszt 
Liszt 
Liszt 
Liszt 
Liszt 
Liszt 
Liszt 


Liszr 
Liszt 
Liszt 
Liszt 
Liszt 
Liszt 


ScHUMANN 
SPENCER . 
Hatcu 


Rimsxy-KorsAKOFF 


I 


LaForcGe 


CLARIBEL 
MovuLanpD 


BALFE 
CAaDMAN 


D HARDELOT . 


Woop 
O'Hara. 


SPROSS 


GRIEG 


BRATTON. 
CoopER . 


Jacoss-Bonp . 


Lowry 


{446} 


PLAYED BY 


Harold Bauer 
Harold Bauer 


Harold Bauer 


Maurice Dambois 
Harold Bauer 
Arthur Friedheim 
Ignace J. Paderewskt 


Alexander Raab 
Michael Zadora 
Beryl Rubinstein 
Arthur Friedheim 
Ernest Schelling 
Arthur Friedheim 
Ignace J. Paderewski 
Alfred Cortot 


Alfred Cortot 


Josef Hofmann 
Percy Grainger 


Alexander Siloti 


Ignaz Friedman 
Rudolph Ganz 


John Powell 
Henri Bergman 
Robert Armbruster 
Ethel Leginska 


Frank LaForge 


Fannie Votey Rogers 


. Robert Armbruster 
Chas. Gilbert Spross 
Felix Arndt 


Elva Faeth Rider 
Geoffrey O' Hara 


Chas. Gilbert Spross 
Coenraad V. Bos 

: Oscar Haase 
William E. Knightly 
Felix Arndt 


Ina W. Polson 


Rott No. 
5814-4 
5947-4 


12139 


10978 
5668-5 
6151-3 
6670-0 


56408 
5617-4 
59629 
5816-3 
5708-3 
58980 
6568-0 
61354 


S-3111-4 
6139-0 
6497-4 
6585-4 
6808-4 
6526-5 


62010 
S-31545 
68317 
65490 


10988-S 
100766 


103115 
101575 
55066 


12466-S 
102155 


10109-S 
10428-S 
101535 
S-31305 
100375 


100585 


*(O 5+" 


Price 
3.00 
3.00 


Tees 


2.00 
B25 
AEE 
4.50 


2.00 


3.00 


Diy 
pS be 
27> 
2.50 
4.50 
3.00 


3.00 
4.50 


- 3.00 


3.00 
3.00 
525 


2.50 
IWS: 
Ie) 
2.50 


2.00 
ele50 


#25 
2S 
1.50 


1.50 
1.25 


2.25 
2.00 


Wee 
1.25 
on 25 


25 


AEPHABETICAL LIST OF COMPOSITIONS RECORDED FOR THE DUO-ART PIANO 


TITLz 


I NE’ER COMPLAIN (ich Grolle Nicht). Tenor or 
Soprano in B. Accompaniment only 


I WEPT, BELOVED AS I DREAMED (J'ai oir en 
réve). D-sharp Minor. Accompaniment only 


I WISH THAT I’D BEEN SATISFIED WITH MARY 
(Song Roll) 


IDILIO, Op. 134 

IDYLL, Etude, Or. 39, No. 7 

IDYLLE, Piéce Pittoresque, No. 6 

IF LOVE WERE ALL. Medium in E-flat (Song Roll) 
IF WINTER COMES (Song Roll) 


TF OUP COULD CARE (As You Were’ - Song 
Roll) 


IL BACIO (The Kiss). Waltz ae 


IL FAUT AIMER (Love Must Be). High Voice. Key 


_ E. Accompaniment only . : 
I’LL SING THEE SONGS OF ARABY (Soprano) Ac- 
companiment only. A-flat 


IYLL TAKE YOU HOME AGAIN, 
(Song Roll) 


IMPATIENCE (Ungeduld). Soprano © or racine in A. 
Accompaniment only hres, 


IMPROMPTU, Op. 29 

IMPROMPTU IN G-SHARP MINOR, ‘On: 31, ee 4 
IMPROMPTU, Op. 31, No. 2 

IMPROMPTU, Op. 90, No. 3 . 

IMPROMPTU, Op. 142, No. 2 : 
IMPROMPTU, Op. 142, No. 3, oR heaionde” 
IMPROMPTU A LA MAZURKA, Op. 10, No. 2 
IMPROMPTU-ROMANZA 


IMPROVISATION: Theme of Valenciena foes aia 
the influence of the Arab Music of the South 


IMPROVISATION : 

IMPROVISATION, Or. 46, No. 4. 
IMPROVISATION and ANNIE LAURIE 
IMPROVISATION ON A CHILEAN THEME . 
IMPROVISATION ON HUNGARIAN FOLK TUNES 
IN A COZY CORNER (Novelette) 

IN A LITTLE TOWN NEAR BY (Song Roll) 

IN AN IRISH JAUNTING CAR. Key B 


IN AN OLD FASHIONED TOWN ne Voice in 
D-flat) . 


IN AUTUMN, Ob. 36, Nee se 
IN MID-OCEAN 


IN MY NEIGHBOR'S GARDEN, 
“May in Tuscany” 


IN MY SWEET LITTLE ALICE BLUE GOWN. poe 
mirene®’ 
SWEETHEART. eae ‘Maytime’ : 


IN OLD MADRID (Song Roll) 


IN SLEEPY HOLLOW; ON TAPPAN ZEE; MID- 
OCTOBER AFTERNOON; KATRINA’S WALTZ 


IN*SPAIN (Song Roll) 
IN THE GARDEN OF MY HEART C Sona Roll) 


KATHLEEN 


(ip, Wil, IXko, St 


CoMposER 


ScHUMANN 


Hue 


HENDERSON 


Lack 


MacDowE LL . 


CHABRIER 
AXT 


TENNANT 


DAREWSKI 


ARDITI 


GANZ 


CLay 


WESTENDORE . 


SCHUBERT 
CHOPIN . 
SINDING 


EVs. 8 te 


SCHUBERT 
SCHUBERT 
SCHUBERT 
ScrIABIN 
CoNFREY 


GRANADOS 


JENKINS . 


MacDowE Lt . 


CLARK 
Soro 
VECSEI 


KiMBALL-BRATTON 


PLAYED BY 


Coenraad V. Bos 


Corinne Wolersen 


. Robert Armbruster 
. Robert Armbruster 


Rudolph Reuter 
Alfred Cortot 
Genevieve Pitot 


Robert Summers 


Frank Banta 
Pauline Haggard 


Rudolph Ganz 
Eleanor Shaw 
Henri Bergman 


Coenraad V. Bos 
Ignaz Friedman 
Aurelio Giorni 
Robert Lortat 
Aurelio Giorni 


Ignace ]. Paderewski 


. Alfred Cortot 
Alexander Borovsky 
David Pesetzky 


. Enrique Granados 


C. W. Jenkins 
Winifred Byrd 
Frank Clark 
Enrique Soro 
Desider Vecsez 
Henri Bergman 


Turner-Matey Florence Turner-Maley 


WHITFIELD 


SQUIRE 


MoszkKowskKI. . . 
MacDowELt . 


NeEvIN 
TIERNEY 
ROMBERG 


TROTERE 


LANE 
Davip 
BaLu 


{ask 


. Marion Rous 


Frank La Forge 
Hans Ebell 
Harold Henry 


. Josef Martin 
Erno Rapee 
Phil Ohman 


Andrew Haigh 
Lee David 


. Robert Armbruster 


Rott No. 
11378-S 
11235-S 


102885 
68866 
63557 
69100 

103015 

101565 


100675 
101846 


11618 
10487-S 
102115 


11308-S 
6481-4 
70218 
59239 
61899 
6794-6 
6441-4 
67040 
69019 


6295-3 
S-31248 
63568 
S-31428 
57787 
63749 
66517 
102415 
67385 


101405 
61748 
70238 


61247 
64699 
101015 
68709 


102425 
102005 


PRrIcE 


2.00 


15) 


125 
ILS 
7 
IE) 
5) 
HS: 


E25 
1.50 


2.00 


15) 


eS 


2.00 
3.00 
2.00 
DDS 
DES 
3.50 
3.00 
2.50 
Dy 


215 
2.00 
2.00 
2.00 
1375 
DMS 
ees 
ss 
ih AS: 


eS; 
2.00 
2.00 


1S 


2e2 5 


a 25 


DDS 
ESS 
25 


DUO-ART PIANO MUSIC 


+-0S(0)+ 
TITLE CoMPosER Pravep By Rott No. 
IN THE GLOAMING (Song Roll) . . Harrison Erno Rapee 100795 
IN THE SILENCE OF THE NIGHT, Op. 4, No. 2 
(High Voice, F Major). Accompaniment only . RacHMANINOFF Coenraad V. Bos 12568-S 
IN THE WOODS (Sous Bois) : ; STAUB Rudolph Reuter 66338 
IN THE WOODS, Op. 46, No. 1. From ‘“‘Scénes Poé- J 
tiques’’). (Piano Part only.) . Goparp-Witson . Arthur Shepherd 68188 
IN THIS SOLEMN HOUR. Duet for Tenor and ie 
tone, C Minor. Accompaniment only . VERDI Coenraad V. Bos 12488-S 
INCA NOCTURNE (Nocturna Incaica, No. 5) . VALDERRAMA Carlos Valderrama 61918 
INCA RHAPSODIE, Op. 11, No. 3 V ALDERRAMA Carlos Valderrama 63939 
INDIAN LAMENT IN G MINOR Dvorak-KREISLER Francis Moore 68008 
INDIAN LAMENT IN G MINOR (Alternating Roll) Dvoraxk-KRrelsLer Francis Moore §-31048 
INDIAN LOVE CALL (“‘Rose Marie’’) (Song Roll). = Frimz . Robert Armbruster 102485 
INDIAN SUMMER and DAGGER DANCE 
(From ‘‘Natoma’’) HERBERT . Robert Armbruster 69138 
INTERMEZZO, Op. 26, No. 4 4 From" vice on 
nival Pranks’’) . SCHUMANN Irene Scharrer 70499 
INTERMEZZO, Ob. 26, 'N oO. et Frome ‘easen inne? 
schwank aus Wien.’’ (Viennese Carnival Pranks) ScHuMANN Aurelio Giornit 70227 
INTERMEZZO : DampboIs . Maurice Dambois 61059 
INTERMEZZO, No. 3. Pome ius are Hantey . Henry Hadley 65448 
INTERMEZZO, Op. 117, No. 1 BRAHMS . Rudolph Reuter 61308 
INTERMEZZO, Op. 117, No. 2 BRAHMS . Harold Bauer 6559-3 
INTERMEZZO, Op. 118, No. 2 BRAHMS . Arthur Rubinstein - 6971-3 
INTERMEZZO, Ob. 119, No. 3 = BRAHMS . Myra Hess 69119 
INTERMEZZO. From ‘‘The Atonement of Pan” HADLEY . Henry Hadley 64609 
INTERMEZZO . WALDROP Uda Waldrop §-31527 
INTERMEZZO FROM SONATA, on 53 SCHYTTE . Hugh Hodgson §-31209 
INTERMEZZO IN OCTAVES, Op. 44, No. 4 LESCHETIZKY . Ossip Gabrilowitsch 5670-3 
INTRODUCTION AND ALLEGRO RAvEL Carlos Salzedo 11838 
INTRODUCTION AND DANCE OF THE STARS. 
From the Opera ‘“The Blue Bird”’ WoLrF Albert Wolff 62540 
INTRODUCTION AND RONDO CAPRICIOSO, Or. 
28 (For Violin and Piano, A Minor). Accompani- 
ment only «3 = (OAINT-SARNGES Andre Benoist 12039 
INTRODUCTION AND VALSE, Noe 1, ““Valse Poe- 
ticos’’ : GRANADOS Flora Mora 64336 
INTRODUCTION AND VALSE LENTE, Or. 10 SIEVEKING Genevieve Pitot 68157 
INVENTIONS (Two-Part), Nos. 1, 6 and 8 . Bacu Harold Bauer 6392-4 
INVICTUS (Medium Voice in G Minor). geen 
ment only Huun Frank LaForge 12107-S 
INVITATION TO THE DANCE, Or. 65 . WEBER Tina Lerner 59840 
“TOLANTHE” SELECTIONS: Entrance of Peers; 
Duet from Act II; Iolanthe’s Song; Song of Lord 
Chancellor and Peers: ;Sentry’s Song; Fairy Queen’s 
Song; Trio from Act II; Lord Mountatarat’s Song SuLLIvaN . Robert Armbruster 70459 
I PASSED BY YOUR WINDOW (E-flat). Accompani- 
ment Roll; Soprano : BRAHE Frank LaForge 12808-S 
I PASSED BY YOUR WINDOW Catone Sno pies 
tures’’) (Song Roll) BRAHE Henri Bergman 103135 
IRISH CLOG DANCES: Irish figs Gen Wale Glam: 
Michael; Irish Taps. Arranged by Ruth Garland Ruth Garland 68638 
IRISH LOVE SONG, Op. 22 (Mavourneen). a! FP. 
Accompaniment only Lanc Rudolph Ganz 11388-S 
IRISH LOVE SONG, AN, Op. 22 sone Roll) LaneG . Oscar Haase 101455 


-{ 448 f- 


aes 


ALPHABETICAL LIST OF COMPOSITIONS RECORDED FOR THE DUO-ART PIANO 


TITLE 

IRISH REEL 

IRISH TUNE FROM COUNTY DERRY ; 

ISHTAR (High Voice). Key G. Accompaniment only 

ISLAMEY (Fantaisie Orientale) : 

IT CAME UPON THE MIDNIGHT CLEAR (Song 
Roll) 

IT IS ENOUGH. ee “Elijah” Fant: in F- sharp 
Minor). Accompaniment only 

IT WAS NOT SO TO BE. From “‘Der Trompete von 
Sakkingen”’ ‘ i 


Mie SOUS LA PLUIE (Gardens in the Rain), 
Estampes No. 3 . 

JE T AIME .° or Tenor, D- flat). Accompani- 
ment only 

JESUS CHRIST IS RISEN TODAY. Palapeed i; 

THE STRIFE IS O'ER, THE BATTLE DONE 
(Song Roll). Adapted by W. H. Monk. 

JESUS CHRIST IS RISEN TODAY (Song Roll) 

JEUX D’EAU (Playing Fountains) 

JEWELS OF THE MADONNA: fpiner6 No: 1, 
Introduction to Act II 

JiGae a 

JOCELYN BERCEUSE ‘ 

JOLLY JINKS SONGS: Our Old one eed Wee 
lone; Jolly Jinks; We Have a Wee Habit; A Copper 
Down a Crack; A Candle, Candle; Billy Bumkins; 
Wee Mother Martha; Saturday Night; Off to Ya- 
kima; Hippy Hop to Bed; Trip ay Seed 
(Song Roll) 

JOY (Accompaniment Roll) (Sep) 

JOY (Medium Voice, in E-flat) . : 

THE YEAR’S AT THE SPRING, Or. 44, Noel = 
(Accompaniment Roll) . 

JOY OF AUTUMN (‘'New Bt laytt >, cn 62, 
No. 10 

JUANITA . 

SWEET AND LOW (Song Roll) 

JUBA DANCE. From ‘‘In the Bottoms’ 

JUGGLERESS, THE, Op. 52, No. 4 : 

JUGGLERY (Etude Artistique), Or. 107, No. 3 

JUNE BROUGHT THE ROSES (Song Roll) 

JUNE-BUGS DANCE. Polka Rondo 

JUNE ON THE BOULEVARD, Op. 80, No. 1. Seon 
“From Hollywood”’ Suite. 

JUST A COTTAGE SMALL (By a Waterfall (Song 
oo) : 

JUST A WEARYIN’ FOR YOU 


CoMPosER 
ScoTT 
GRAINGER 
SPROSS 


BALAKIREFF 


WILLIS 


MENDELSSOHN 


NESSLER . 


J 


Desussy . 


MassENET 


W. H. Monx] 


PALESTRINA 


RAVEL 


Wotr-FERRARI 


PLAYED BY 
Harold Henry 
Percy Grainger 


Chas. Gilbert Spross 


Beryl Rubinstein 


Ina W. Polson 


Chas. Gilbert Spross 


Desider V ecsez 


Robert Lortat 


Archibald Sessions 


Robert Armbruster 


Ina W. Polson 
Robert Schmitz 


Erno Rapee 


Loretty-MacDowE Lt V. Wittgenstein 


GopaARD 


REED 
Scott 
GauL 


BEACH 


MacDowBELL . 
Morton 
BARNBY | 
DettT 
MoszxkowskKI . 
GopDarD 
OpENSHAW 
Ho.st 


CAaDMAN 


HANLEY . 
Jacoss-Bonp . 


JUST FOR TONIGHT, Op. 52 GEIGER . 
KALEIDOSCOPE, Op. 18: The Rocking Horse; The 

Hurdy Gurdy Man; The Old Musical Box; The 

Punch and Judy Show; Lament to a Departed 

Doll; March of the Wooden Soldiers GoossENS 


4449} 


Clarence Adler 


Edith Lobdell Reed 


Elva Faeth Rider 


. Dallmeyer Russell 


Harold Henry 
Erno Rapee 

Percy Grainger 
Josef Hofmann 
Nadia Reisenberg 


Genevieve Pitot 
Genevieve Pitot 


Chas. Wakefield Cadman 


Phil Ohman 
Felix Arndt 
Eleanor Spencer 


Sally Hamlin 


Rott No. 
63078 
5679-5 
10119-S 
6537-3 


100865 


10928-S 


66478 


61310 


12278-S 


102947 


100895 
6199-3 


65018 
60838 
57467 


102518 


12736-S 


12856-S 


63249 
100707 
6339-4 
6074-6 

70679 


102495 
68507 


68848 
102895 


100285 
66897 


67508 


PRICE 


2.00 
3225 
DDS) 
SET) 


2.00 
1.50 


1.50 


2.25 


Fhe 


3.00 
3.50 
225 
Hepes 
Pei 


2.00 


25 
25 
1375 


2.00 


DUO-ART PIANO MUSIC 


-250)* 
TITLE 
KALEIDOSCOPE, Op. 40, No.4. . 
KAMENNOI OSTROW, Op. 10, No. 22 
KAMENNOI OSTROW, Op. 10, No. 22 
KASHMIRI SONG (Pale Hands I Loved) ents Roll) 
KASHMIRI SONG (Pale Hands I Loved) (Four In- 
dian Love Lyrics). Accompaniment Only. Key D 
KATHLEEN MAVOURNEEN (Song Roll) 
KEEP ON HOPIN’ (Song Accompaniment, in E-flat) 
KERRY DANCE; THE: Key EF; fipnat by Robert 
Armbruster . 
KISS WALTZ, THE (il Bea , 
KISS IN THE DARK, A (Song Roll) . 
KISS IN XANADU, A, Op. 16 
KISS ME AGAIN (Song Roll) 
KISS OF DESIRE, A (Song Roll) 
KOL NIDREI, Op. 47 


KOL NIDREI, Op. 47 (Violin or Cello). Accomp 
ment only. Key D Minor 


LACES AND GRACES 

LANDLER (Tirolese) 

LARGO 

LARGO. Arranged or Peon 

LARK, THE (L’ Alouette) 

LARK, THE CL’ Alouette) 

LAST HOPE (Religious Mcditation). Or. 16 
LAST HOPE, Op. 16. 

LAST NIGHT (Song Roll) 

LAST ROSE OF SUMMER (Song Roll) 


LAST ROSE OF SUMMER Clrish aan ANNIE 
LAURIE (Song Roll) ; 


LEAD KINDLY LIGHT (Song Roll) 


LEETLE BATEESE (Tenor, E-flat). Atcompan mene 
only 


LEGEND No. 1. St. ae ie a’ Tek 3 Pear 
aux Oiseux (The Bird Sermon) 


LEGEND No. 2. St. Francois De Paule valine on 
the Waves (Marchant sur les Flots) 


LEGEND, Op. 17 (Violin). Accompaniment only 
LENTO, No. 1. ‘“Two Pierrot Pieces’’ 


LEPRECHAUN’S DANCE (No. 3 from ‘Four Trish 
Dances’’) 


CoMPosER 
HorMANN 
RUBINSTEIN 
RUBINSTEIN 


W ooDFORDE-FINDEN 


W ooDFORDE-FINDEN 


CroucH . 
HerRonN-MaAxweELL 


Mottoy . 
ARDITI 
HERBERT 
TAYLOR 
HERBERT 
FLORENTINE 
BrucH 


Brucu 


L 


BRATTON 
SGAMBATI 
HANDEL . 
HANDEL . 
BALAKIREFF 
BALAKIREFF 
GOTTSCHALK . 
GOTTSCHALK . 
KJERULF 
Moore 


Scorr 
Dykes 


O'Hara. 
Liszt 


Liszt 
WIENIAWSKI . 


Scorr 


STANFORD-GRAINGER 
. Robert Armbruster 


LET ME CALL YOU SWEETHEART Gone aI) FRIEDMAN 
LET THE END OF THE WORLD COME TO- 

MORROW (Song Roll, with Words) i BAécs 
LIEBESFREUD (Violin or 'Cello). Key C. Accom- 

paniment only KREISLER 
LIEBESFREUD. ALT WIENER TANZWEISEN KREISLER 
LIEBESLEID (Love's Sorrow’’) Old Viennese Dance- 

‘Lones, ING: 2am war | KRRISLER 

Transcription by Sergei Rachmaninoff. 
LIEBESLEID (Love's Sorrow) Old Viennese Dance- 

Tunes, No. 2 (Violin Accompaniment) KREISLER 
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Pravep BY 
Josef Hofmann 
Harold Bauer 


Lionel Levinson-Sinclair 


R. Armbruster 


R. Armbruster 
Herbert Jones 
Elva Faeth Rider 


. Robert Armbruster 


Felix Arndt 
Phil Ohman 


. Robert Armbruster 
. Robert Armbruster 
. Robert Armbruster 


Clarence Adler 


. Maurice Dambots 


Felix Arndt 
Guiomar Novaes 
Harold Bauer 


Guiomar Novaes 


. Robert Armbruster 


Frederic Lamond 
Gutomar Novaes 
Clarence Adler 
Erno Rapee 
Marsghee Knaffl 


Ina W. Polson 


Dion W. Kennedy 


Geoffrey O' Hara 
Arthur Friedheim 


Arthur Friedheim 


Chas. Gilbert Spross 


Zoe Walson 


P. Grainger 


Ernest R. Ball 


Maurice Dambois 


John Thompson 


. Wilhelm Bachaus 


Georges Enesco 


Rott No. 
6845-8 
6057-4 

64949 
102015 


11025-S 
101175 
12746-S 


65288 
58336 
102675 
69049 
101725 
102645 
59429 


10258 


58106 
60608 
6373-3 
66070 
56977 
66370 
70680 
58577 
100845 
101285 


100597 
100745 


11746-S 
57180 


6207-4 
10578 
S-31258 


65720 
102275 


103035 


10238 
58648 


7058-3 


12828 


“Cron 


Prick 
4.00 
3.00 
2.25 
25 


125 
1.25 
1.50 


2.00 
1.50 
hee le 
2.25 
1.25 
125 
525 


2.00 


1.50 
2.00 
2.75 
2,50 
1.75 
2.50 
2.50 
They 
1525 
1.25 


1.75 
1.25 


1.50 
2.50 


3.00 
2.00 
2.00 


2.50 
B25. - 


1:25 


2.00 
2.00 


2.75 


ALPHABETICAL LIST OF COMPOSITIONS RECORDED 


TiTLe 
LIEBESTRAUM (Dream of Love): No. 1, Exalted 
Love 


LIEBESTRAUM heme x Tony: err Ne 2, 
Blissful Death 


LIEBESTRAUM (Dream of ee. Nee No: 3, 
O Love 


LIEBESTRAUM eon et TORE) Rocrann No! 3, 
O Love 


LIEBESTRAUM, Tee No. 3 Rltecatae Roll) 
LIEBESWALZER (Love Waltz), Or. 57, No. 5 
LIGHT CAVALRY OVERTURE . 


LIKE A ROSE BUD, Key F; and TOA MESSENGER, 
E Minor. Accompaniments for High Voice 


LILAC TREE; and APRIL FOOL (Song Roll) . 
LINDY. Accompaniment for High Voice. Key G 
LISONJERA, LA (The Flatterer) . 

LITANY. Arranged by Alfred Cortot 

LITTLE BIT OF HEAVEN, A 


LITTLE DAMOZEL, THE (High Voice). eae G. ne 
companiment only 


LITTLE GREY HOME IN THE WEST Sone Roll) 
LITTLE NIGGER 


LITTLE OLD GARDEN, THE (igh voice Medians: 
A-flat, Violin Obbligato). Accompaniment only 

LITTLE SONG, A. Accompaniment only. D-flat 

LITTLE TOWN IN THE OULD COUNTY DOWN 
(Song Roll) 

L'ISLE JOYEUSE 

LOCH LOMOND. Old eeech ae (Seng Roll). 

L’ONDINE, Op. 101 

LONGING FOR HOME (Le Mal du Pay Nor 8. 
From “Years of Pilgrimage,’’ First Year—Switz- 
erland . 

LORD IS MY LIGHT, THE. Key D. Accompaniment 
_only 


LORD IS MY LIGHT. ‘B= flat. eesneenerne aah 
Tiger yy, THE, Op. 2 . 3 
LOST CHORD, THE (Song Roll) 


LOST CHORD, THE : 
BARCAROLLE (‘‘The ics of Hofman: » 


LOTUS FLOWER, THE (Die Lotus Blume) peobeaee 
in F). Accompaniment only eae 


LOTUS LAND, Op. 47, No. 1 


LOVE AND SONG. Soprano and Tenor. cS A. Ac- 
. companiment only 


LOVE CAME CALLING (Song Roll) 


LOVE ETERNAL (Von Ewiger Liebe) (Contralto or 
Bass). Key B. Accompaniment only 


LOVE FOR THE THREE ORANGES, THE. In- 
termezzo 


LOVE, HERE IS MY HEART Gong Roll). 
LOVE LETTERS. Novelette 

LOVE, LIKE THE DAWN, CAME STEALING 
LOVE POEM 


CoMPosER 


Liszt 


Liszt 


Liszt 


Liszt 
Liszt 


MoszxkowskKI1 . 


Von Suppe 


LaForce 
GaARTLAN 
Spross 


CHAMINADE . 


SCHUBERT 
Bayi 


Novetto 
Lour 
CARPENTER 


Hewitt . 


Vooruis 


Carto and SANDERS 


Desussy . 


CHAMINADE 


lersza 


ALLITSON 
ALLITSON 
SEELING . 
SULLIVAN 


SULLIVAN 
OFrreNBACH 


ScHUMANN 


Scott 


GANZ 


ZAMECNIK 


BrauMs 


’ PROKOFIEFF 


SILESU 
JACKSON . 
CAaDMAN 


GEBHARD 
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FOR THE DUO-ART 


PLAYED BY 
Lester Donahue 
Rudolph Ganz 
Rudolph Ganz 


Arthur Shattuck 
Arthur Shattuck 
Shura Cherkassky 
Henri Bergman 


Frank LaForge 
George H. Gartlan 
Chas. Gilbert Spross 
Chas. Gilbert Spross 
Alfred Cortot 

Frank Banta 


Vera Eakin 
. Robert Armbruster 
Lester Donahue 


Lillian Seller 
Daisy Hoffman 


Phil Ohman 
Arthur Rubinstein 
. Robert Armbruster 
Rudolph Ganz 


Maria Carerras 


Coenraad V. Bos 
Coenraad V. Bos 
Clarence Adler 
Erno Rapee 


Geo. H. Gartlan 


Coenraad V. Bos 
Rudolph Reuter 


Rudolph Ganz 
Phil Ohman 


Coenraad V. Bos 


Serge Prokofieff 

. Robert Armbruster 
Stanley Carson 
Charles W. Cadman 
Heinrich Gebhard 


PIANO 


Rott No. 
57278 
5513-4 
6081-4 


59349 
S-31059 
66919 
66619 


10078-S 
102125 
10086-S 
5794] 
6126-4 
61207 


11676-S 
102585 
62199 


11686-S 
12315-S 


100975 
6834-4 
101035 
5514-4 


70500 


12498-S 
12378-S 
58447 
100825 


101936 


10848-S 
60968 


11449 
102875 


11718-S 


64770 
102095 
63949 
60798 
61648 


PE IES: 
125 


2.00 


2.50 
E25 
Deis) 
2.00 
2.00 


DUO-ART PIANO MUSIC 


eS€0)° 
TITLE 

LOVE SENDS A LITTLE GIFT OF ROSES ae 
Roll) , 


LOVE SONG, Op. 35, No. 1 
LOVE SONG, Op. 40 


LOVE WENT A-RIDING (High ites G- nee Ne 
companiment only 


LOVELY CELIA. Key G. Accompaniment ae 
LOVE'S CAPRICE : 

LOVE’S DREAM AFTER THE BALL 

LOVE'S GREETING (Salut D’Amour) 


LOVE’S IN MY HEART Soe Key F, eae 
paniment only 


LOVE’S LAST WORD come ik Nose EES 
LOVE'S OLD SWEET SONG (Song Roll) . 
LOVE’S OLD SWEET SONG (Song Roll) . 
LUCIA DI LAMMERMOOR SEXTET 
LULLABY. From ‘“‘Tribute to Foster”’ 
LUSTSPIEL (Comedy) OVERTURE, Op. 73 


ComMposER 


OprENsHAW 
Hap.tey . 
CADMAN 


BRIDGE . 
WILSON 
Woops 
CzIBULKA 
ELGar 


WoopMAN 
CREMIEUX 
Mot toy . 
Mo ttoy . 
DoniIZETTI 
GRAINGER 


KeEever-BELA 


M 


MACUSHLA (Song Roll) 


MADAME BUTTERELY: Finale, Act I; es Duet; 
Kindly Heavens . 


MADAME BUTTERFLY: One Eine Day: G-flat (So- 
prano). Accompaniment only 


MADAME BUTTERFLY SELECTIONS: prelude! 
Entrance of Butterfly; Love Duet; Finale, Act I; 
Flower Duet; One Fine Day; Waiting Music; 
Finale . 


MADAME POMPADOUR SELECTIONS: a) Meee 
Moments; (2) Oh, Joseph; (3) Serenade—Ma- 
dame Pompadour; (4) I'll Be Your Soldier . 

MADONNA, LA. Meditation Religioso , 

MADRIGAL OF MAY. From ‘‘The Jest’’ (Song Roll) 

MAGIC FIRE SCENE. From ‘‘Die Walkiire’’ 

MAH LINDY LOU. Accompaniment only. Key C 

MAIDEN’S PRAYER, THE . 

MAIDEN’S WISH, THE 

MAIDEN’S WISH, THE 


MALAGUENA, No. 6, Rumors of sip iat ov 
venirs of Travel) 


MAMMY. From “‘Magnolia soiree Ne fe 


MAMMY’S SONG See ees ee 
ment only : 


MAN LIVES BUT ONCE Aen oe Nee Seraiby 
MANDY LEE (Song Roll) : 
MARCH OF THE TOYS. From ‘“‘Babes in Toyland" 


MARCH AND PROCESSION OF BACCHUS (Marche 
et Cortége de aera From Act II of * peor 
Ballet 3 : 


MARCHE, Op. 12, No. 1 
MARCHE FANTASTIQUE, Op. 10, es 1 
MARCHE LORRAINE 


MacmurROUGH 


Puccini 


Puccin1 ,. 


Puccini . 


Fai 
SWEET 
NITKE 
WAGNER 


STRICKLAND . 


BADEREWSKA 
Cuopr1n-Liszt 


CxHopin-Liszt 


ALBANIZ 
Derr 


WARE 


Srrauss-l AUSIG 


CHATTAWAY . 


HERBERT 


DELIBEs . 
PROKOFIEFF 
GANnz 


GANNE 
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PLAYED BY 


Robert Summers 


Henry Hadley 


Charles W. Cadman 


. Robert Armbruster 
Daisy Hoffman 


Stanley Carson 


Chas. Gilbert Spross 


Egon Putz 


Eleanor Shaw 
Felix Arndt 


Marghee Knafft 


Henry Lange 
Erno Rapee 
Percy Grainger 


Henri Bergman 


“Robert Summers 


Felix Arndt 


Coenraad V. Bos 


. Robert Armbruster 


. Robert Armbruster 
Enoch T. Walton 


Erno Rapee 


Ignaz Friedman 


Lillian Seller 


Fanny V. Rogers 
Ignace J. Paderewski 


Alfred Cortot 


Ernesto Beruman 


Robert Braun 


Eleanor Shaw 


Frederic Lamond 


Oscar Haase 


Erlebach and Milne 


. Robert Armbruster 


Serge Prokofieff 
Lester Donahue 


. Frank Banta and Hugo Frey 


Rott No. 


101465 
67727 
68998 


12166-S 
12115-S 
64118 
59567 
55388 


10776-S 
55018 
101515 
100955 
63960 
5721-4 
67009 


101955 


55087 


10748-S 


67129 


68520 
S-31326 
100607 
6531-4 
11995-S 
63878 
6594-8 
6478-4 


67827 


70067 


10307-S 
6858-3 
101595 

63529 


70139 
61600 
59279 
62229 


ro 
Price 


1.25 


as 


2.00 


1.50 
1.25 
2.00 


1.75 
2.00 


1.50 
2.00 
125 
1.25 
2.50 
3.00 
2.25 


1.25 


175 


ALPHABETICAL.LIST OF COMPOSITIONS RECORDED FOR THE DUO-ART PIANO 


TITLE 


MARCHE MIGNONNE (Dainty March), Op. 15, No. 2 


MARCHE MIGNONNE (Dainty Ss Op. 15, No. 


2 (Alternating Roll) 
MARCHE MILITAIRE, Op. 51, Net 1 


MARCHE MILITAIRE FRANCAISE, No. 4, suite 
Algerienne.’’ Second Piano Part only. Key G 


MARCHES FROM “‘ATHALIE’’ AND “‘SCIPIO’”’ 
MARCHETA (Mexican Love Song) (Song Roll) 


MARCHETA. Piano eae ae Py oo aa 
O'Hare 


MARCH HUMORESQUE 


MARCH- JIG: Maguire's Kick. No. 1 of Upour Ten 
Dances’’ Se 


MARGARET AT THE SPINNING WHEEL 
MARGARET AT THE SPINNING WHEEL, Op. 2 

(Soprano). Accompaniment only. In D Minor 
MARGARITA . 


MARINS D’ISLANDS ieee pene or nisin in 
C). Accompaniment only 


MARIONETTES, Op. 38: (1) Prologue; io pie ae 
(3) Lover; (4) Witch; (5) Clown; (6) Villain; Ae) 
Sweetheart; (8) Epilogue 


MARITANA. Fantaisie Brillante by Sete 

MARSEILLAISE, LA (Song Roll) 

MARTHA SELECTIONS : 

MARYLAND, MY MARYLAND (Song Roll) . 

MAY MAGIC (High in E-flat). Accompaniment only 

MAY NIGHT 

MAY NIGHT 

MAZURKA, Op. 6, No. 2 

MAZURKA IN A MINOR, Ob. 17, No. 4. 

MAZURKA, Op. 17, No. 4 

MAZURKA IN B-FLAT MINOR, Or. 24, No. 4 

MAZURKA, Op. 33, No. 2 

MAZURKA, Ob. 33, No. 2. Key D 

MAZURKA IN D, Op. 33, No. 2. Key D 

MAZURKA, Ob. 59, No. 3 

MAZURKA, Op. 40, No. 3. Key B 

MAZURKA (Second), Op. 54, B-flat 

MAZURKA (Fifth), Op. 127 

MAZURKA, Op. 66 (Troisiéme) . 

MEDITATION, Op. 72, No. 5 

MEDITATION, Op. 90 

MEDITATIONS No. 1: Kiss Me he ee 
Musetta’s Valse Song (La Boheme); Polish Dance; 
Op. 3, No. 1; Meditation from ‘‘Thais”’ , 

MEDITATIONS No. 2: Believe Me If All Those En- 
dearing Young Charms; Se ee Swanee 
River; O, Susanna : 

MEDITATIONS No. 3 (Flower oye To a wild 
Rose (Woodland Sketches); Narcissus; To a Water 
Lily (Woodland Sketches); Mighty Lak’ a Rose 


MEDLEY (Arranged by F. Joseph Volz) 


ComposeR Prayep By Rott No. 
PoxpINI . . Robert Armbruster 56557 
PoLpINI1 .. . Robert Armbruster S-31067 
SCHUBERT Bauer and Gabrilowitsch 6487-6 
SAINT-SAENS . Rudolph Ganz 10019 
MeENDELSsOHN-HAaNpDEL Ray Perkins 67928 
SCHERTZINGER Irene Di Giovanni 101145 
SCHERTZINGER Genevieve Pitot 102045 
Duke John Duke 70518 
STANFORD-GRAINGER Percy Grainger 58380 
ScouBEerRT-Liszt Alexander Borovsky 67429 
ScHUBERT Frank LaForge 10888-S 
TAVAREZ Elisa Tavarez 59766 
FouRDRAIN . Robert Armbruster 11016 
MacDoweE Lt . John Duke 69830 
WALLACE Erno Rapee 64668 
RouGeET-DELISLE . Genevieve Pitot 102735 
FLotow . . Robert Armbruster 66429 
Herbert Jones 101235 

STRATTON Anne Stratton 12235-S 
PALMGREN Selim Palmgren 64618 
PALMGREN Frances Nash 62689 
CHOPIN . Flora Mora 64357 
CHOPIN . Ignace J. Paderewski 6809-7 
CHOPIN . Carl Friedberg 58179 
CHOPIN . Ignace J. Paderewski 6566-7 
CHOPIN . Rudolph Ganz —- 57198 
CHOPIN . Harold Bauer 6482-3 
CHOPIN Harold Randolph S-30458 
CHOPIN . Rosita Renard 61460 
Putz Egon Putz 65349 
GoparpD Rudolph Ganz 6326-5 
GopaRD Rudolph Ganz 6223-5 
SAINT-SAENS . Camille Saint-Saens 5674-6 
TCHAIKOVSKY Aurelio Giorni 58739 
Morrison Karl Rackle 62917 
. Robert Armbruster 67168 

. Robert Armbruster S-30718 

. Robert Armbruster S-30778 

F. Joseph Volz S-30797 


4453} 


2.00 


2.00 


2.00 
Las 


DUO-ART PIANO MUSIC 


TITLE 

MEDLEY OF COLLEGE SONGS: (1) Gaudeamus 
Igitur; (2) Polly Wolly Doodle; (3) Forsaken; 
(4) Upidee; (5) Vive l’'Amour; (6) Old Oaken 
Bucket; (7) Goodnight, Ladies; (8) Bae 2 
Boola March (Song Roll) 3 


MEDLEY OF HYMNS: (1) Nearer My God ‘Lo Thee; 
(2) Jerusalem the Golden; (3) Abide With Me; (4) 
Rock of Ages; (5) Onward Christian Soldiers; 
(6) Old Hundred : 


MEDLEY OF IRISH AIRS: (1) Relieve Me If All 
Those Endearing Young Charms; (2) Killarney; 
(3) Kathleen MER (4) Minstrel oe © 
Old Irish Tune; (6) Garry Owen 


MEDLEY OF OLD FAVORITES: (1) Silver Threads 
Among the Gold; (2) Last Night; (3) Sweet and 
Low; (4) In the Gloaming; © Jingle Bells. Ar- 
ranged by Felix Arndt 


MEDLEY OF PLANTATION SONGS: (1) ae Me 
Back to Old Virginny; (2) Darling Nelly Gray; 
(3) Massa’s in the Cold, Cold Ground; & Mi 
Old Kentucky Home; (5) Dixie 


CoMPoOsER 


MELANCOLIE, Op. 34, No. 1. B-flat . SCHUETT . 
MELODIE. Arranged by Sgambati Guuck 
MELODIE IN E-FLAT ; HuERTER 
MELODIE IN D (Shepherd Lassie’s a Buty 
MELODIE (Elegie des Erinnyes). Or. 10, No. 5. Ac- 

companiment only for Violin or ’Cello MassENET 
MELODIE, Op. 3, No. 3 RACHMANINOFF 
MELODIE IN E MINOR, Ob. 8, No. 1 GABRILOWITSCH 
MELODIE, Op. 8, No. 3, ‘‘Chants du Voyageur”’ PADEREWSKI . 
MELODIE, Op. 10, No. 1 MoszkowskKI . 
MELODIE, Op. 10, No. 1 MoszkowskKI . 
MELODIE, Op. 10, No. 2 Ganz 
MELODIE, Op. 27 ; FRIML 
MELODY IN F, Or. 3, No. 1 RUBINSTEIN 
MELODY . Dawes 
MELODY WAY, THE—First Roll: 

(1) The Bells; (2) Song of the Prize Crew; G) 

Swing Song; (4) See Saw; (5) Soldiers’ March; 

(6) Hop Step; (7) I'll Go No More a-Sailing; (8) 

On Tip-Toe; (9) Play Ball; (10) Military Band. Mressner 
MELODY WAY, THE—Second Roll: 

(1) Magic Music; (2) To a River; (3) Little Wood- 

en Shoes; (4) Evening Song; (5) Lady Moon; (6) 

My Pony; (7) Happiness; (8) Sleep, Baby, Sleep; 

(9) Lady Bird; (10) The Mocking Bird; (11) 

Lightly Row; (12) The Melody Way . . MrsssNER 
MELODY WAY, THE—Third Roll: 

@) Slumber Song; (2) London Bridge; (3) Farmer 

in the Dell; (4) Clear the Moon is Shining; (5) 

Knead Your Dough, Marie; (6) Snow and Sun- 

shine; (7) Song of the Steppes; (8) Sicilian Mar- 

iners; (9) Wishes; (10) Santa Lucia .  MressNzR 
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Prayep By Rott No. 


Erno Rapee 


Felix Arndt 


Felix Arndt 


Felix Arndt 


Felix Arndt 


Ethel Herr Litchfield 


Josef Hofmann 


. Robert Armbruster 
Chas. Gilbert Spross 


Maurice Dambois 


Rudolph Ganz 


Ossip Gabrilowitsch 
Ignace J. Paderewski 


Clarence Fuhrman 


Edwin Hughes 
Rudolph Ganz 


. Robert Armbruster 


Josef Hofmann 


. Robert Armbruster 


George H. Gartlan 


George H. Gartlan 


George H. Gartlan 


100757 


60778 


61118 


60048 


60228 
S-30746 
6389-6 
64918 
63618 


10148 
5636-4 
6926-4 
6681-8 

69598 

64059 
6381-3 

66316 


6099-6 © 


68518 


9018-S 


9028-S 


9038-S 


Pricz 


175 


2.00 


2.00 


2.00 


2.00 
1.50 
3.50 
2.00 
2.00 


2.00 
3.00 
3.00 
4.00 
2.00 
2E25 
22.0) 
1.50 
3.50 
2.00 


2.00 


2.00 


TITLE 

MELODY WAY, THE—Fourth Roll: 
(1) Planting Corn; (2) Oats and Beans; (3) In My 
Garden; (4) Melody; (5) In Poland; (6) A Little 
Song; (7) Shoemakers’ Dance; (8) Skip the Rope; 
(9) On Parade; (10) My Piano; (11) Song of the 
Lark; (12) A Pachyderm Lullaby; aD): The Hur- 
dy-Gurdy . 

MELODY WAY, THE—Fifth Roll: 
él) Allegretto: (2) The Broken Doll; (3) Minuet; 
(4) Waltz; (5) Prelude; (6) Soldiers’ March; nD 
Butterfly 


MEMORIES OF ERIN. fa F, tren ed Be 


MEMORY LAND (A Nocturne or Recitation to 
Music); THE SLUMBER TREE ean pon eet 
Accompaniment only 


MEMORY’S GARDEN (Song Roll) 
MENUETTO IN D MINOR . 
MERMAN, THE 


MERRY-GO-ROUND. From ‘ *AG ne Fair” (Sketches 
of American Fun) 


MERRY WIDOW AND GYPSY LOVE WALTZES 


MERRYMAKERS’ DANCE as 3 of Three Dances 
from ‘Nell Gwyn’’) 


MEXICAN SERENADE 
MIDNIGHT BELLS (From ‘‘The Opera Ball’ y 


MIDSUMMER NIGHT’S DREAM NOCTURNE, Op. 
61, No. 3 


MIGHTY LAK’ A ROSE (Sone Roll). 
MIGHTY LAK’ A ROSE 
MIGNON OVERTURE . 


““MIGNON’”’ SELECTIONS: Hartree i Tne 
Gavotte; Duet of the Swallows; Polonaise 


MIGNON’S SONG . 


““MIKADO”’ SELECTIONS: Three Tee Maids on 
School; The Moon and I; Here’s a How-de-Do; 
The Flowers that Bloom in the Springs Tit-Wil- 
low; Finale 


MILITARY MARCH. areas Titcies 


MINIATURE DUETS FOR TEACHER AND PUPIL, 
Nos. 1 to 5: The Waltzing Mice; Night Song; The 
Merry-Go-Round; The pies of the ae 
Chair; The Gypsies . 


MINUET IN A . 

MINUET. From Quintet in he comeaiment 
MINUET ING . 

MINUET ING . : 

MINUET IN G MINOR. Bon Sire Na 1 
MINUET, Op. 14, No. 1 

MINUET, Op. 14, No. 1 aleraauine Roll) 
MINUET, Op. 14, No. 2 

MINUET A L’ANTICO . 

MINUET MODERN 

MINUETTO VECCHIO, Op. 76, N oO. 6 
MINUETTO. From ‘“'L’Arlésienne’’ Suite 


MISSIONARY HYMN Se pee Song 
Roll) 


ComposER 


MIsssNER 


MizssNER 
GEOGHEGAN . 


DowniNnc 
DENNI 

SCHUBERT 
HorrMan 


PowELL . 
LEHAR 


GERMAN 
PoNcE 
HEUBERGER 


MENDELSSOHN 
Nevin 

NeEvIN 
THOMAS . 


THomas 
Liszt 


SULLIVAN 
SCHUBERT 


GAYNOR 
BoccHERINI 
BoccHERINI 
BEETHOVEN 
BEETHOVEN 
PuRCELL 
PADEREWSKI . 
PADEREWSKI . 
GANzZz 
SEEBOECK 
THOMPSON 
FRIEDMAN 
Bizet 


Mason 
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PLAYED BY 


George H. Gartlan 


George H. Gartlan 
Edward Geoghegan 


Lulu Jones Downing 
Henri Bergman 
Harold Bauer 

Felix Arndt 


John Powell 
. Robert Armbruster 


. Robert Armbruster 
Manuel Ponce 
David Pesetzki 


Chas. Gilbert Spross 
Felix Arndt 

Edwin Hughes 

Erno Rapee 


Robert Armbruster 
Rudolph Ganz 


. Robert Armbruster 
Ethel Leginska 


Elva Faeth Rider 
Harold Bauer 
Maurice Dambois 
Ethel Leginska 
Daisy Hoffman 
Irene Scharrer 

Ignace J. Paderewski 
Ignace J. Paderewske 
Rudolph Ganz 
Dallmeyer Russell 
John Thompson 
Ignaz Friedman 
Aurelio Giorni 


Dion W. Kennedy 


ALPHABETICAL LIST OF COMPOSITIONS RECORDED FOR THE DUO-ART PIANO 
SS 


Rott No. 


9048-S 


9058-S 
64048 


S-30498 
102865 
6212-5 

62626 


62090 
67878 


69958 
59246 
70547 


58457 
100215 
64238 
62770 


70789 
62555 


66489 
5584-5 


9068 
5889-4 
11766 
67439 
S-31498 
67300 
6100-8 
S-3107-8 
56290 
70418 
58839 
6495-3 
62370 


101185 


PRICE 


2.00 


2.00 
2.00 


2.00 
TS 
5.25 
1.50 


7-530) 
2.00 


2.00 
1.50 
hays) 


1.75 
125 
2.00 
2.50 


225 
Bre 


Peps) 
3:25 


2.00 
3.00 
1.50 
2225 
2.00 
2.50 
4.00 
4.00 
2:50 
2.00 
2325 
2.75 
2.50 


1.25 


DUO-ART PIANO MUSIC 


TITLE 
MI TERESITA (Petite Valse) 
MOCK MORRIS 


MOLLY ON THE SHORE. Irish Reel Ne 19 fom 
“British Folk-song Settings” 


MOMENT MUSICAL, Op. 94, No. 
MOMENT MUSICAL, Op. 94, No. 
MOMENT MUSICAL, Op. 94, No. 
MOMENT MUSICAL, Ob. 94, No. 
MOMENT MUSICAL, Op. 94, No. 
MOMENT MUSICAL, Op. 94, No. 6 
MOMENT OF DESPAIR, Op. 21, No. 1 
MONASTERY BELLS, Or. 54 

MOON DREAM SHORE (Song Roll) 


‘MOON DROPS LOW, THE (Mezzo- uaa in A 
Minor). Accompaniment only 

MOONLIGHT ON THE HUDSON, Op. 60 

MOONLIGHT SAIL TO THE LOVER'S ISLE, Op. 
134, No.4. - 

MOON-MARKETING. Medion tes Key F, re 
companiment only 

MOON MOTHS, Op. 2, No. 2 ; 

MORENA, LA, Op. 67 (Caprice Espaenol) : 

MORNING Ole oe of a ae 
only 

MORNING HYMN, Op. 46, Ne 4 Soprano i in E). 
Accompaniment 


MORRIS DANCE. From ‘ "Three Dances nom Henry 
Avo 00 ie 

MOTHER IN IRELAND (coe Rolly 

MOTHER MACHREE : 

MOTHER O’ MINE (Song Roll) . : 

MOTIVES. From ‘‘The Ring of the Nibelung,”’ Bae I 

MOTIVES. From ‘‘The Ring of the Nibelung,”’ Part I 

MOTLEY AND FLOURISH (Tunes from 18th Cen- 
tury, Nos. 3 and 4) . : : 

MOUCHE, LA, Op. 12 

MOUNTAIN STREAM (Le TOReEO 

MURILLO (Allegro de Concert), Op. 128 . 

MURMURING ZEPHYRS 

MUSETITE . 

MUSIC BOX, THE (Une Tabiriere 3 a rwarkeney on 32 

MUSICAL ADVENTURES FOR FOUR LITTLE 
HANDS (Bass only): The Wishing Moon; In 
Magic Land; Chatterbox; The Blue ao The 
Foxy Kitten : 

MY DESIRE (Song Roll). 

MY FAITH IN THEE (Song Roll) 

MY GARDEN OF MEMORY (Song Roll) 

MY HEART AT THY DEAR VOICE. From *‘Samson 
and Delilah’’ (Song Roll) 

MY HEART AT THY DEAR VOICE. Font ‘sutton 
and Delilah” 

MY HEART AT THY DEAR VOICE. Btoms “nso 
and Delilah.’ Semce eae D-flat (Mez- 
zo-Soprano) a hen 


bh WN WN jo 


CoMPOSER 


CARRENO Teresa Carreno 
GRAINGER Percy Grainger 
GRAINGER Percy Grainger 
_SCHUBERT Aurelio Giornt 
SCHUBERT Elly Ney 
SCHUBERT Helen Mennig 
SCHUBERT Ossip Gabrilowitsch 
SCHUBERT Ernest Hutcheson 
SCHUBERT Oliver Denton 
BLUMENFELD . Nadia Reisenberg 


Lerepure-WELy Chas. Gilbert Spross 


LockKHART Phil Ohman 
CAaDMAN Chas. Gilbert Spross 
WILSON Herbert Jones 
BENDEL . Karl Rackle 
WEAVER Powell Weaver 
KussNER Felix Arndt 
CHAMINADE . Paquita Madriguera 
SPEAKS Lillian Seller 
HENSCHEL Coenraad V. Bos 
GERMAN . Robert Armbruster 


GrifFIN-KaHN-LyMAN Oscar Haase 


Bai Frank Banta 
Tours Felix Arndt 
WAGNER Ralph Leopold 
WAGNER Ralph Leopold 
BAvUER Harold Bauer 
DELAHAYE Paquita Madriguera 
LacoMBE Daisy Chambers Woolsey 
TERSCHAK Genevieve Pitot 
JENSEN Rudolph Ganz 
RAMREAU Harold Bauer 
LiaDorrF . Ethel Leginska 
FRIML Enoch T. Walton 
CaDMAN Henri Bergman 
WELLS Henri Bergman 
Connor . Pierre Connor 


SAINT-SAENS . . Robert Armbruster 


SAINT-SAENS . McNair Ilgenfritz 


SAINT-SAENS . Coenraad V. Bos 


{456} 


Prayep By Rott No. 


57078 
5688-4 


6284-5 
60669 
65200 
70429 

5841-4 
64929 

6233-3 
67839 
64248 

102825 


10798-S 
66537 


63048 


11456 
61848 
61459 


11626-S 
11177-S 


66627 
101605 
61137 
100205 
69480 
69490 


6873-3 
62839 
S-30236 
67468 
6172-3 
6186-4 
67319 


69626 
102485 
101855 
102435 


102906 


59109 


10688-S 


a 


ALPHABETICAL LIST OF COMPOSITIONS RECORDED FOR THE DUO-ART PIANO 


TITLE 


MY HEART EVER FAITHFUL. en a a Le- 
vignac . 


MY HERO. From * Chocolate Soldier’? 

MY HERO. From “‘Chocolate Soldier’’ (Song Roll) 
MY HOUR (Song Roll, with Words) 

MY JOY (Meine Freuden) 

MY JOY (Meine Freuden) 

MY LOVELY CELIA (for Tenor) Sone Roll) . 

MY OLD KENTUCKY HOME (Song Roll) 

MY WILD IRISH ROSE (Song Roll) . 


MYSELF WHEN YOUNG. From “‘In a Persian Gat 
den”’ (Bass in E-flat). Accompaniment only . 


MYSTERY OF NIGHT (Song Roll) 


CoMPosER 


Bacu 

STRAUS 
STRAUS 

Baru 
Cxopin-Liszt 
Cuopin-Liszt 
HiGGIns 
FosTER 
Orcocrar 


LEHMANN 
DENNI 


N 


NACHTSTUCK, Op. 23, No. 4 : 
NARCISSUS. Arranged by Rudolph Ganz 
NARCISSUS, Op. 13, No. 4 


“NAUGHTY MARIETTA”’ SELECTIONS: Tehiy 
Tramp, Tramp; I’m Falling in Love With Some- 
one; Opening Chorus; Italian Street Song; Finale 


NAVARRA 

NAZARETH (Song Roll, Sorin Words) 
NEARER MY GOD TO THEE (Song Roll) 
"NEATH THE AUTUMN MOON (Song Roll) 


NEGRO SPIRITUALS: Go Down Moses; I’m a-Roll- 
ing; Nobody Knows the Trouble I See, Lord; I 
Got Shoes (Song Roll) : : 

NELL 


NEW ENGLAND IDYLS. From A Log Cabin; Joy 
of Autumn . 


NEW YORK DAYS AND NIGHTS, a 40 
NIGHT SONG. From ‘‘Thunderbird Suite’’ 
NIGHT SONG, Op. 56, No. 6 
NIGHTINGALE, THE 


NO MORE CAROLS THE SWEET NIGHTINGALE. 
Accompaniment only, in F Major 


NOCTURNE IN B-FLAT 

NOCTURNE 

NOCTURNE IN C-SHARP MINOR ek 

NOCTURNE IN E-FLAT, Op. 9, No. 2 

NOCTURNE, Op. 9, No. 2 

NOCTURNE, Op. 9, No. 3 

NOCTURNE IN F-SHARP MINOR, Or. 15, No. Me 

NOCTURNE IN F-SHARP MINOR, Op. 15, No. 2 . 

NOCTURNE, Op. 15, No. 2 . 

NOCTURNE, Op. 15, No. 2 . 

NOCTURNE IN C-SHARP MINOR, Or. 275 No. Les 

NOCTURNE IN D-FLAT, Op. 27, No. 2 

NOCTURNE IN D-FLAT, Op. 27, No. 2 

NOCTURNE, B MAJOR, Op. 32, No. 1 
NOCTURNE, A-FLAT, Op. 32, No. 2 


ScHUMANN 
NeEvIN 
Nevin 


HERBERT 
ALBANIZ 
GouNnopD 
Mason 


Puayep By Rott No. 


Ashley Pettis 

Felix Arndt 

. Robert Armbruster 
Ernest R. Ball 
Ignace J. Paderewski 
Rudolph Ganz 

. Elva Faeth Rider 
Herbert Jones 

. Robert Armbruster 


Uda Waldrop 


Henri Bergman 


Guiomar Novaes 
Rudolph Ganz 
Chas. Gilbert Spross 


. Robert Armbruster 
Maria Carreras 
Robert Armbruster 
Henri Bergman 


VANDERPOOL Frederick W. Vanderpool 


Faure-GRAINGER . 


MacDowELt . 
WHITHORNE . 
Charles Wakefield Cadman 


CADMAN . 


STERNBERG 


ALIABIEFF-LisztT 


Eubie Blake 
Percy Grainger 


John Duke 
E. Robert Schmitz 


Constantin Sternberg 


Friedman 


GRETCHANINOFF Frank LaForge 
Freip Edwin Hughes 
WooDMAN Arthur Shattuck 
CHOPIN . Nadia Reisenberg 
CHOPIN . Ethel Leginska 
CHOPIN . Leopold Godowsky 
CHOPIN . Rosita Renard 
CHOPIN . Harold Bauer 
CHOPIN . Guiomar Novaes 
CHOPIN . Arthur Rubinstein 
CHOPIN . Ernest Schelling 
CHOPIN . Vladimir de Pachmann 
CHOPIN . Josef Hofmann 
CHOPIN . Rosita Renard 
CHOPIN . Daisy Hoffman 
CHOPIN . Rudolph Ganz 


{iE 


S-30418 
55078 
102245 
103075 
6567-8 
6087-4 
12696-S 
101135 
102545 


11198 
102535 


6488-3 
6920-3 
58768 


66559 
70070 
103186 
101745 
102445 


100917 
6931-3 


68929 
6846-3 
58518 
61288 
6745-3 


12438-S 
62699 
61929 
70529 
70750 

BYES) 
61210 
6308-6 
6408-3 
6162-4 
56810 
67950 
6573-4 
63820 


70088 © 


6966-4 


Price 


2.00 
2.00 
£25 
1.25 
4.00 
3.00 
1.50 
ee) 
1.25 


2.00 
eS 


PIES 
205 
2.00 


2.25 
2.50 
1.50 
1525 
1.25 


a5 
2-75 


22. 
2.75 
2.00 
2.00 
257) 


2.00 
Me glS 
De phss 
Megs 
2.50 
20 
2.50 
3.50 
215 
3.00 
2.50 
2.50 
3.00 
2.50 
2.00 
3.00 


DUO-ART PIANO MUSIC 


e50)* 

TITLE 
NOCTURNE, Op. 
NOCTURNE, Op. 
NOCTURNE, Op. 
NOCTURNE, Ob. 
NOCTURNE, Op. 48, No.1. . 

NOCTURNE, Op. 62, No. 1. Key B 

NOCTURNE IN E MINOR, Ob. 72, No. 1 

NOCTURNE (Fifth), Or. 52 . 

NOCTURNE, Op. 75, No. 8 . 

NOCTURNE IN G, Op. 75, No. 8 

NOCTURNE (Complaint). ‘‘Mignonettes”’ 

NOCTURNE IN G-FLAT, Op. 28, No. 1 

NOCTURNE (Fourth), Op. 36 

NOCTURNE, Op. 9, No. 2 (For Left cereal Nocoae 

NOCTURNE IN B-FLAT, Op. 16, No. 4 

NOCTURNE, Op. 16, No. 4. B-flat 

NOEL (From ‘‘The Seasons’ . Op' 37a, Nos 12: fos: 
cember . Pa a 

NOEL ‘ 

NOLA (Novelette) 

NON DESTARMI CI Would acee) C ‘Romen eel 

Juliet’’). Soprano in G. Accompaniment only 
NON E VER (‘Tis Not True) (Song Roll) . 
NORMA, LA, SELECTIONS 

“‘NORMA”’ FANTASIA (On Themes by het 

Bellini) 

NORWEGIAN BRIDAL PROCESSION, on 19, Not 2 

NORWEGIAN DANCES, Op. 35, No. 2, in A ee 
(Piano Part only) , 

NORWEGIAN DANCE, Ob. 35, Stal 2 

NORWEGIAN FOLK SONG 

NOTTURNO, Op. 54, No. 4 

NOTTURNO, Ob. 54, No. 4 . 

NOVELETITE, Op. 21, No. 1 

NOVELETTE, Op. 21, No. 2 

NOVELLOZZA, Op. 47 (Bluette) 

NURSERY RHYMES (High Voice). Key G. Aecare 
paniment only 

NURSERY RHYMES, No ils dpe: ree jill; Rocke -a- 
Bye Baby; To Market, To Market; Pussy Gat, 
Pussy Cat; Humpty Dumpty; Great “A’’; I Had 
a Little Pony; Sing a Song of i. (Song 
Roll). Arranged by Hugh L. Hodgson 

NUTGRACKER* SUITE,“ THE. Party One: ME: 
Dance of the Candy Fairy; Russian Dance *’Tre- 
pak.’’ Arranged by Percy Grainger 

NUTCRACKER SUITE, THE. Part Two: Arab Dee 
Chinese Dance; Dance of the Reed Flutes. Ar- 
ranged by Percy Grainger 

NUTCRACKER SUITE, Op. 71, No. DD. oe ite 
Mirlitons. Arranged by Esipoff : 

NUT TREE, THE (Der Nussbaum), Op. 25, No. 4 
Soprano or Tenor in G. Accompaniment only 
NYMPHS AND FAUNS (Nymphes et Sylvains). 

Waltz Song. Accompaniment for Soprano, Key E 


37, No. 
SYK INGOs 2 - : 
37a NOwZ. KeyG: 
Sis INi@s 2 + 

) 


1, B-FLAT . 


CoMPosER 
CHOPIN . 
CHOPIN . 
CHOPIN . 
CHOPIN . 
CHOPIN . 
CHOPIN . 
CHOPIN . 
LzyBACH 
RUBINSTEIN 
RUBINSTEIN 
HormMaNN 


Meyrer-HeLtMuND 


FAurRE 
ScrRIABIN 


PADEREWSKI . 


PADEREWSKI . 


TCHAIKOVSKY 


GARDINER 
ARNDT 


Gounop 
MatrTeI1 
BELLINI . 


LEYBACH 
GRIEG 


GRIEG 
GRIEG 
SINDING 
GRIEG 
GRIEG 
ScHUMANN 
ScHUMANN 


GopDarRD 


CurRRAN . 


CuRRAN . 


TCHAIKOVSKY 


TcHAIKOVSKY 


TcHAIKOVSKY 


ScHUMANN 


BEMBERG 


-{ 458 F- 


Prayep By Rott No. 


Ignaz Friedman 
Ignace J. Paderewskz 
Katherine Goodson 
Ernest Schelling 
Harold Bauer 

Ignaz Friedman 
Vladimir de Pachman 
Clarence Adler 
Mark Hambourg 
Guiomar Novaes 
Josef Hofmann 
Frank Sheridan 
Magdeleine Brard 
Alexander Lambert 
Ignace J. Paderewski 


Guiomar Novaes 


Nadia Reisenberg 
Wm. F. G. Steele 
Felix Arndt 


Coenraad V. Bos 
Genevieve Pitot 


Erno Rapee 


Robert Armbruster 
Rudolph Ganz 


Clarence Adler 
Carolyn Cone Baldwin 
Arthur Shattuck 
Alberto Jonas 

Mona Bates 

Harold Bauer 


Harold Bauer © 


Ernesto Beruman 


Elva Faeth Rider 


Hugh L. Hodgson 


Percy Grainger 


Percy Grainger 
Aurelio Giorni 
Coenraad V. Bos 


Uda Waldrop 


6954-3 
6847-8 
63400 
5839-3 
5728-3 
6443-4 
6675-4 
58286 
56540 
6970-3 
6696-5 
62569 
61480 
58659 
6562-6 
6341-3 


70829 
S-31538 
56576 


11258-S 
101965 
64540 


70619 
56800 


11908 
68918 
63768 
61558 
70439 
5682-4 
6921-4 
62789 


12215-S 


102078 


6798-4 


6810-4 
61328 
11278-S 


10938-S 


*©rrs- 


PRICE 
2.75 
4.00 
2550 
2.75 
2et5 
3.00 
3.00 
1550 
2250 
2ETS 
3225 
2.25 
2.50 
205 
3.50 
275 


eS 
2.00 
1.50 


2.00 
g325 
2.50 


2.25 
2.50 


2.00 
2.00 
2.00 
2.00 
2225 
3.00 
3.00 
DED 5 


125 


2.00 


ALPHABETICAL LIST OF COMPOSITIONS RECORDED FOR THE DUO-ART PIANO 


O 


*es0)> 


OBERON OVERTURE 

O ae YE FAITHFUL (Adeste Fideles) (Son g 
Roll oe 

O, COME WITH ME IN THE SUMMER NIGHT, 
Op. 21, No. 2. Accompaniment Roll; Soprano 

O COME WITH MEIN THE SUMMER NIGHT, Op. 
21, No. 2 Goprano, in E-flat) 

OCOWO (Indian Boat Song) . 


O Sh PRESENCE Grebe). Hyme ison g 
Ro : 

O LOVE THY HELP eee Spero) Corson 
and Delilah.’’ Accompaniment only. Key F 

O REST IN THE LORD (From ‘ eae ee Alto in C 
(Accompaniment only) ; 

O SOLE MIO (My Sun) 

OH, DRY THOSE TEARS 

OH, LORD BE MERCIFUL, Op. 96, nen C veae: 
Soprano or Baritone). Accompaniment only 

OH, MISS HANNAH (Song Roll, with Words) 

OH PROMISE ME (Song Roll) 

OH, SUSANNA (Song Roll) . : 

OH, THAT WE TWO WERE MAYING, Or. 2; io: g 
(High, A-flat). Accompaniment only . 

OLD BLACK JOE (Song Roll) 


OLD CHEST UPSTAIRS, THE. Accompaniment only 
in B-flat 


OLD FINNISH DANCE (Polska) 


OLD KING COLE (Male Quartet Accompaniment). 
Accompaniment only. Key F . 


OLD LOVE SONG, AN. ‘‘Fireside Tales.’ 


OLD OAKEN BUCKET, THE . 
LISTEN TO THE MOCKING BIRD 


OLD REFRAIN, THE (Viennese Popular Song) 


OLD REFRAIN, THE (Viennese mee Song) Sap 
ternating Roll) 
OLD ROAD, THE (Song Roll) 
OMBRA MAI FU (Largo) (From Xerxes). Aha: in E- 
flat Major. Accompaniment only .  ... 
ONE LITTLE DREAM OF LOVE (Song Roll, om 
Words) 

ONE MORE DAY, MY JOHN. Sea Chane No. ie 

ONE SWEETLY SOLEMN THOUGHT (Song Roll) 

ONE, TWO, THREE; SOAP, SUGAR-PLUM TREE; 
WHY? Accompaniment only. Key G i 

ON LAKE WALLENSTADT, No. 2. From ‘‘Years # 
Pilgrimage.’ First Year: Switzerland . 

ONLY TO THEE (Soprano and Alto). Key D. Ke 
companiment only 

ON THE BANKS OF THE WABASH (Song Roll) . 

ON THE MOUNTAIN (From Scenes Poetiques), Or. 
46, No.2 (Piano Part only) .. ‘ 

ON THE ROAD TO MANDALAY (Song Roll) 

ON THE ROAD TO MANDALAY St Ac- 
companiment only. E-flat 

ON WINGS OF SONG 


Op. 6l 


Von WEBER . Ethel Leginska 
Robert Armbruster 


VaN DER Stucken Dallmeyer Russell 


Eleanor Shaw 
Edna Bentz 


VAN DER STUCKEN 
BENTZ 


Dion W. Kennedy 


SAINT-SAENS . Coenraad V. Bos 
MENDELSSOHN Coenraad V. Bos 
DI Capua Elena De Marco 
RrEGo Felix Arndt 
BarTLETT Lillian Seller 
DEprEN . Robert Armbruster 
Dr Koven Felix Arndt 

Robert Armbruster 
NeEvIN Frank LaForge 
FosTER Marsghee Knaffl 
Fercus . Phyllis Fergus 
Linxo Ernst Linko 
ForsyTH Erno Rapee 
MacDowE Lt . Carolyn C. Baldwin 


WoopworTH Fron 

HAWTHORNE LITE: 
KREISLER Rudolph Ganz 
KREISLER Rudolph Ganz 
ScoTT Oscar Haase 
HANDEL . Coenraad V. Bos 
GorDON Henri Bergman 
GRAINGER Percy Grainger 
AMBROSE . Robert Armbruster 
Fercus . Phyllis Fergus 
Liszt Arthur Friedheim 
SAINT-SAENS . Frank LaForge 


DRESSER . Oscar Haase 
Goparp-Wi1tson . Arthur Shepherd 
SPEAKS . Robert Armbruster 
SPEAKS Eleanor Shaw 
MENDELSSOHN Eleanor Shaw 


{459} 


6999-4 
102765 
12866-S 


10807-S 
60368 


101065 
10819-S 


11268-S 
101325-S 
100185 


12006-S 
103045 
100405 
101025 


11638-S 
101205 


12348-S 
63718 


10338-S 
63319 


100546 
64700 


S-31140 
101765 


11348-S 
103195 
6030-4 
100985 
1235-4-S 
67630 


11917-S 
101665 


68048 
101865 


10737-S 
60938 


3.00 


L25 


1.50 


175 
2.00 


WS) 


2,25 


2.00 
1.25 
V25 


1.50 
1.25 
1325 
1.25 


2.00 
1.25 


2.00 
2.00 


2.00 
2:25 


1.50 
2.50 


2.50 
1225 


2.00 
1.25 
3.00 
Vos 
3.00 
2.50 


1.75 
i225 


2.00 
1225 


La 
2.00 


DUO-ART PIANO MUSIC 


@S(0)* 
TITLE 


ON WINGS OF SONG (Mezzo- emote eer F, Ac- 
companiment only 

OPEN SECRET, THE Caines in D fat) 

OPEN THY BLUE EYES ore Same iene 
paniment only. Key F 

ORGAN CONCERTO IN D MINOR an SH. 
Transcription by Michael von Zadora . 


ORGAN CONCERTO IN D-MINOR (Part Two). 
Transcription by Michael von Zadora . 


ORIENTALE, Op. 7, No. 2. C-sharp Minor 


ORIENTALE, Op. 50, No. 9 oun As 
ment, G Minor . 


““ORPHEUS IN THE UNDERWORLD” Ouemine 


OVERTHE STEPPE, Op. 5, No. pieced! D Maj ee 
(Song Accompaniment) . 


PAGANINI ETUDE, No.2 . és ; 2 
PAGANINI ETUDE, No. 4 (Vivo, E Major) 
PAGANINI ETUDE, No. 4 (Vivo, E Major) 
PAGANINI ETUDE, No. 5 


“*PAGLIACCI” SELECTIONS: pelgeaes “Un Tal 
Gioco’’; Arioso (Lament); The Play; page 
Serenade; Finale 


PAL OF MY CRADLE DAYS Gone Roll). 

PALE MOON. Accompaniment only. B-flat 

PALE MOON. An Indian Love Song (Song Roll) 

PALMS, THE (Les Rameaux) (Song Roll) 

PALOMA, LA (The Dove) 

PANAMERICANA (CMorceau Caraceitign) 

PAPILLONS, Op. 2 . : 

PAPILLONS (Butterflies), Or. 50, NG. 5 

PAPILLONS, Op. 50, No. 5 

PARSIFAL PRELUDE. Transcription by Heintz 

PAS DES AMPHORES. Air de Ballet, No. 2 

PASSACAGLIA (No. 5 from ‘‘Pastoral Suite’’) 

PASSEPIED, Op. 58 

PASSEPIED. Violin or ’Cello. Key : >. Accompan: 
ment only ee: 

PASSEPIED, No. 4. “‘Suite Bermumesques 

PASSING BY (Low Voice, in F) : 

PASTORAL DANCE (No. 2 of Three epstees Pee 

‘Nell Gwyn’’) ene 2 beled 

PASTORALE ahs 

PASTORALE, Op. 19, No.1 . : 

PASTORALE (Hungarian Christmas anon 

PASTORALE VARIEE, B-flat 5 

PATRIOTIC MEDLEY: (1) Red, White tea Blues 
(2) Tenting Tonight; G) Battle Hymn of the 
Republic; (4) Marching Thro’ Georgia; (5) 
Dixie (Song Roll) id aie © ane 


CoMPOSER 


MENDELSSOHN 
WooDMAN 


MaAssENET 


BacH 


Bacu 
AMANI 


Cone 


OFFENBACH 


GRETCHANINOFF 


LEONCAVALLO 
PIANTADOSI 
LoGan 
LoGaNn 
Faure 
YRADIER 
HERBERT 
ScHUMANN 
OLsEN 

OLsEN 
WAGNER 
CHAMINADE . 
ScoTT 


STERNBERG 


DELIBEs . 
DeEBussy . 


PurRcELL-FISHER 


GERMAN 
GIORNI . 
Jonas 
DoHNANYI 


Mozart. 
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Prayep By Rott No. 


Coenraad V. Bos 
Frank LaForge 


Coenraad V. Bos 
Maria Carreras 


Maria Carreras 
Robert Braun 


Walter Charmbury 


Genevieve Pitot and 
Robert Armbruster 


Daisy Hoffman 


Harold Bauer 
Magdeleine Brard 
Arthur Friedhezm 


Ferruccio Busoné 


. Robert Armbruster 


Phil Ohman 
Vera Eakin 


. Robert Armbruster 


Henri Bergman 
Ernesto Berumen 
Frank Banta 
Arthur Rubinstein 


Paquita Madriguera 


Hugh Hodgson 
Coenraad V. Bos 


Chas. Gilbert Spross 


Reuben Davies 


Constantin Sternberg 


Maurice Dambois 
George Copeland 
Frank LaForge 


. Robert Armbruster 


Aurelio Giorni 
Alberto Jonas 
Yolanda Mero 
Nadia Reisenberg 


. Mills and Brooks 


10198-S 
10857-S 


10278-S 


66970 


67190 
69518 


10717 


69779 


12686-S 


6005-4 
70249 
70250 

5671-6 


67689 
102575 
11556 
101475 
101505 
61697 
60567 
6560-4 
58719 
S-30697 
6584-3 
59437 
62579 
61688 


10158 
61479 
12926-S 


69786 
60268 
64628 
69820 
67640 


101248 


PrRIcE 


TITLE 
PATRIOTIC MEDLEY, No. 2 (Fourth of July Med- 
ley): America; Yankee Doodle; Columbia, the 
Gem of the Oreans Girl I Left Behind Me; Dixie 
Land; Star Spangled Banner (Song Roll) 
PEARLS (Novelette) 
PEER GYNT SUITE, No. 1, Or. 46: (1) Daybreak: @) 
Anitra’s Dance . 
PEER GYNT SUITE, No. 1, Or. 46: (2) ieee s 
Death; (4) Hall of the Mountain King 
PEER GYNT SUITE, No. 1, Op. 46: @) Daybreak; 
(3) Anitra’s Dance 
PEER GYNT SUITE No. 1, Op. 46: Q Death of 
Aase; (4) Hall of the Mountain King . : 
PENSIVE SPINNER, Op. 10, No. 3 
PERFECT DAY, A 
PERPETUAL MOTION . : 
PERPETUAL MOTION (Rondo from ee Op. 24) 


PERPETUAL MOTION, Op. 34, No. 5. Violin Ac- 
companiment ; : / 


PERUVIAN TRISTE 

PETITE VALSE, Op. 28, No. 1 
PIERRETTE, Op. 41 

PIERRETTE, Op. 41 

PIERROT AND PIERRETTE ; 
PIERROT PIECES, Op. 35, No. 1, Lento 


PIERROT’S AND PIERRETTE’S STORY (Piano Dery 


Pierrot’s Serenade; Love Duet; aes Ball; 
Wedding March 


PILGRIMS’ CHORUS Gkrom* Jigen eee ) [Song 
SOLDIERS’ CHORUS (From ‘‘Faust’’) . | Roll 


PIONEER’S DANCE. From Suite ‘In the South’’ 


PIONEER’S DANCE. From Suite “‘In the South’’ 
(Alternating Roll) 


PIRATE DREAMS (Lullaby). High ere in 2 fee 
Accompaniment only 


PIRATE SONG (C ae CAccompanimen rife toe 
Voice) . mater 

PIROUETTE 

PLUS QUE LENTE, LA. Valse 

POEME 


POEME DES MONTAGNES, Oe. iS. one ee Dias 
III ‘‘Plein Air’’ 


POEME EROTIQUE 
POEME PASSIONEE ,; 
POET AND PEASANT OVERTURE 
POLICHINELLE, Ob. 3, No. 4 
POLICHINELLE, Ob. 3, No. 4 

POLISH DANCE, Op. 3, No. 1 

POLISH DANCE, Op. 3, No. 1 

POLKA TO W. R. 

POLONAISE, No. 2 

POLONAISE IN E, No. 2 

POLONAISE IN B, Op. 9, No. 6 
POLONAISE IN E-FLAT, Op. 11, No. 1 


CoMPOSER 


Moret 
GRIEG 
GRIEG 
GRIEG 


GRIEG 
GANz 
Jacoss-Bonp . 


Auxan-MacDoweELu 


WEBER 


Rigs 

V ALDERRAMA 
HENSELT 
CHAMINADE . 
CHAMINADE . 
Epwarps 
ScoTT 


ALPHABETICAL. LIST OF COMPOSITIONS RECORDED FOR THE DUO-ART PIANO 
a ee a a aa 


Prayep By Rott No. 


Henri Bergman 
Henri Bergman 


Percy Grainger 


Percy Grainger 


Carolyn Cone Baldwin 


Carolyn Cone Baldwin 


Reuben Davies 
Felix Arndt 
E. Hutcheson 
Rudolph Ganz 


Andre Benoist 


Carlos Valderrama 


Aurelio Giorni 
Harold Bauer 
Coenraad V. Bos 
Genevieve Pitot 
Carolyn Beebe 


BurGMEIN Harold Bauer-Myra Hess 


WAGNER 


Gounop 
PowELL . 


PowELL . 
HueERTER 


GILBERT 
GLAZOUNOFF . 
Desussy . 
SCRIABIN 
D’INnpy . 
PowELL . 
ILGENFRITZ 
SUPPE 
RACHMANINOFF 
RACHMANINOFF 
SCHARWENKA 
SCHARWENKA 
RACHMANINOFF 
Liszt 

Liszt 
PADEREWSKI . 


MoszxkowskKI1 . 


one 


George H. Gartlan 


John Powell 
John Powell 
Frank LaForge 


Coenraad V. Bos 
Desider Vecsez 
Arthur Rubinstein 
Josef Hofmann 


Robert Lortat 


John Powell 
McNair Ilgenfritz 
Erno Rapee 

Vera Richardson 
Clarence Fuhrman 
Harold Bauer 
Xaver Scharwenka 
Shura Cherkassky 
Ferruccio Busoni 
Percy Grainger 
Harold Bauer 
Harold Bauer 


101648 
66787 


6522-4 


6530-3 


60829 


61348 
S-30397 
58025 
61440 
6489-4 


12398 
63327 
60908 
69550 
59947 
68626 
60538 


7069-4 
101946 
6366-3 
3108-3 
11056 
12878-S 
63339 


6182-3 
6383-6 


5929 


62420 
5535-8 
62490 
S-31199 
S-31338 
6416-4 
5637-4 
67138 
5675-6 
6668-4 
6463-4 
6094-4 


Price 


2.00 
L715 


3.00 
STP) 
D5 


2.00 
Le) 
1.25 
2.50 
3.00 


2.00 
ty 
2.00 
2.50 
1:75, 
1.50 
2.00 


3.00 
50 
PETS) 


Las 
Ts30 


2.00 
e25 
25 
3.50 


22/5 
2.50 
2.00 
a0 
225 
2.00 
3.00 
3.00 
2.00 
3.50 
3.00 
3.00 
3.00 


DUO-ART PIANO MUSIC 


+*e5(0)* 

TITLE CoMPOSER Prayep By Rott No. 
POLONAISE IN D, Or. 17, No. 1 MoszkKowskK1 . Leopold Godowsky 5872-4 
POLONAISE IN C-SHARP MINOR, Ob. 26, ne ib, (repay . Harold Bauer 6796-4 
POLONAISE IN E-FLAT MINOR, Op. 26, No. 2 CHOPIN . Harold Bauer 6990-4 
POLONAISE, Op. 40, No. 1 (Military) : CHOPIN . Ignace J. Paderewski — 6140-0 
POLONAISE IN A MAJOR, Op. 40, No. 1 ena CHOPIN . Josef Hofmann 6720-6 
POLONAISE, Op. 40, No. 1 (Alternating Roll) CHOPIN Josef Hofmann S-3109-6 
POLONAISE, Op. 44. In F-sharp Minor CHOPIN . Arthur Rubinstein 6505-4 
POLONAISE IN A-FLAT, Op. 53 CHOPIN . Josef Hofmann 6550-5 
POLONAISE IN A-FLAT, Op. 53 CHOPIN . Ernest Schelling 57210 
POLONAISE, Op. 71, No. 2. In B-flat CHOPIN . Ignaz Friedman 6398-4 
POLONAISE, Op. 46, No. 12 : : MacDowELt . Carolyn C. Baldwin 57477 
POLONAISE, Or. 77 (For Two ees: aS: Piano 

Part only SAINT-SAENS . Rudolph Ganz 1207-4 
POLONAISE BRILLANTE, On A, D DA: WIENIAWSKI . Andre Benoist 12538 
POMP AND CIRCUMSTANCE, Op. 39, No. 1. Mili- 

tary March . ELGAR Edna Bentz 60038 
PORQUE EH? Cuban Dees No. 2 CERVANTES Flora Mora 64346 
POUPEE VALSANTE (Waltz in D) PoLpINI . Arthur Shattuck 66499 
PRELUDE, No. 6. A-flat Major Borowsky Rudolph Reuter 70268 
PRELUDE. From ‘‘Prelude Choral and ait FRANCK . Robert Lortat 58900 
PRELUDE . : s ‘ : : : STEINERT Alexander Steinert 61678 
PRELUDE ‘‘MARIA DEL CARMEN” GRANADOS Enrique Granados 64299 
PRELUDE IN C-SHARP MINOR, Ob. 3, No. 2 RacuManinorr  Ossip Gabrilowitsch 5804-5 
PRELUDE, Op. 3, No. 2. In C-sharp Minor RACHMANINOFF Josef Hofmann 6525-8 
PRELUDE IN C-SHARP MINOR, Op. 3, No. 2 AL 

ternating Roll) RACHMANINOFF Josef Hofmann S-3110-8 
PRELUDE, Op. 23, No. 5. In G iyitiees RACHMANINOFF Josef Hofmann 6229-8 
PRELUDE, Op. 23, No. 5. In G Minor RACHMANINOFF Serge Prokofieff 6198-4 
PRELUDE, Op. 12, No. 7 : PROKOFIEFF Serge Prokofieff 6153-3 
PRELUDE IN D-FLAT, Op. 28, No. 15 CHOPIN . Alfred Cortot 6773-3 
PRELUDE IN D-FLAT, Op. 28, No. 15 CHOPIN . Guiomar Novaes 65740 
PRELUDE, Op. 28, No. 15 CHOPIN . Alexander Lambert 58568 
PRELUDE IN B-FLAT MINOR, Op. 28, No 16 CHOPIN . Ellen Ballon 64969 
PRELUDE IN B-FLAT Nee Sotiete? Op. 28, 

IN@ Al - ; : CHOPIN . | Carolyn Beebe 70277 
PRELUDE IN F, Op. 28, No 3 CHOPIN . Arthur Shattuck . 70009 
PRELUDES, Op. 28, Nos. 1 and 2 CHopPIN . Ferruccio Busoni 66690 
PRELUDES, Op; 28; Nos,-15/4, 105215 24. CHOPIN . Arthur Rubinstein 6811-4 
PRELUDES, Op. 28, Nos. 1 and 23 CHOPIN . Winnifred Byrd 60719 
PRELUDES, Op. 28, Nos. 7 and 20 CHOPIN . Alexander Lambert 58439 
PRELUDES, Op. 28, Nos. 8 and 3 CHOPIN . Arthur Friedhetm 57849 
PRELUDE IN E MINOR, Ob. 36, No. 1 MENDELSSOHN ~~... Clarence Fuhrman S-3135-8 
PRELUDE, Op. 35, No. 1 MENDELSSOHN Aurelio Giorni 70288 
PRELUDE, Op. 104, No. 1 MENDELSSOHN Rosita Renard 59789 
PRELUDE A L’APRES-MIDI D’'UN FAUNE. Ar- 

ranged by E. Robert Schmitz . Desussy . E. Robert Schmitz 6532-3 
PRELUDE AND DEPARTURE OF THE CHILDREN 

IN SEARCH OF THE BLUE BIRD. From Sota 

‘‘The Blue Bird”’ : WoLrF Albert Wolff 62710 
PRELUDE AND FUGUE, Nel 5 age i Bacu Harold Bauer 5650-4 
PRELUDE AND FUGUE IN C-SHARP MINOR Bacu Ethel Leginska 68859 
PRELUDE. From the Cantata ‘‘Wir Danken Dir, 

Gott”’ Bacu Alexander Siloti 66000 

4462} 


*“©rro- 


Prick 
3.00 
3.00 
3.00 
4.50 
3.50 
3.50 
3.00 
3.25 
2.50 
3.00 
LD 


3.00 
2.00 


2.00 
150 
AL ES 
2.00 
2.50 
2.00 
2.25, 
3.25 
4.00 


*eS(C): 
TITLE 


PRELUDE IN FINNISH STYLE and OLD FINNISH 
WALTZ 


PRELUDE PATHETIQUE 
PRELUDES, Op. 9, No. 1 (For Left Today! 
PRELUDES; Op. 45, No.3. 

Op. 51, No. 3 (Winged Poem) 
PRELUDES, Op. 106, Nos. 1 and 2 


PRELUDES IN D-FLAT, Op. 10, No. 1 and oF She 
No. 1 : : 


PRES DU BERCEAU, Or. 58, ace 3) 


“PRINCESS FLAVIA’’ SELECTIONS: Oey One: 
What Do I Care; Marionettes 


PRINCETON SONGS: Oh, We’ll Whoop Her Up ie 
Nassau Hall; Princeton Jun gle March; Orange and 
Black; Cannon March; Old Nassau (Song Roll) 


PROLOGUE TO “PAGLIACCI.”’ 
companiment only 


PROMENADE; and AN OLD CASTLE : 
PROPHETIC BIRD. * ‘Forest Scenes. Now 7, Oper 82 
PUNCHINELLO 


PUPAZETTI: (1) Marcietta; (2) ee Os Sere- 
nata; (4) Notturnino; (5) Polka ; 

PUSSY WILLOW; FORGET-ME-NOT; DUTCH- 
MAN'S BREECHES. From ‘‘Fairy Flowers’’ 


Baritone in C. Ac- 


ComposER 


Linxo 
CHERKASSKY . 
ScRIABIN 


ScRIABIN 
ScRIABIN 


STERNBERG 


LiaADOFFE . 


MoszKowskKI . 


RoMBERG 


LEONCAVALLO 
MoussorGsky 
SCHUMANN 


HERBERT 
CASELLA . 


JEAN 


Q 


QUAND IL PLEUT and MUSICAL BOX 

QUARTET IN E MINOR, No. 6. Third Movement: 
Scherzo (Posthumous) (String Quartet). Ar- 
ranged for Piano by Harold Bauer 

QUARTET IN E-FLAT MAJOR, Op. 12. eet 


QUARTET IN C MAJOR, Op. 76, No. 3. Second 
movement: Adagio 

QUARTET No. 6 IN D MINOR. Second Menem 
(Posthumous). “‘Death and the Maiden”’ 

QUARTET IN C MINOR FOR STRINGS, Op. 18, 
No. 4. Allegro 

QUILTING PARTY (eae Nellie Hone. OLD 
FOLKS AT HOME (Swanee River) (Song Roll) 

QUINTET, Op. 81. Piano and eae ces Pare 
only). Accompaniment. : 


RADIO FAVORITES, No. 1: 

Cuddle Up a Little Closer 

Babes in the Wood . 

When You’ve Got the Ball ae Ghia Reoucd 
“Your Ankle 

Two Little Love Bees 

Japanese Sandman. 
Arranged by Robert Armbruster 


RAIN. Accompaniment only. B-flat 
RAYMOND OVERTURE z 
RECESSIONAL, THE (Alto or Baritone). poe D 


PoUISHNOFF 


SCHUBERT 


MENDELSSOHN 


Haypn . 


SCHUBERT 


BEETHOVEN 


FosTER 


Dvorak . 


R 


HoscHna 
KERN 


REINHARDT 


HERBERT 
WHITING 


CuRRAN . 
Tuomas . 


DeKoven 


{ 463 }- 


PLAYED BY 


Ernst Linko 
Shura Cherkassky 


Alexander Borovsky 
Serge Prokofieff 


Constantin Sternberg 


Nadia Retisenberg 
Oliver Denton 


. Robert Armbruster 


Arthur Samuels 


Coenraad V. Bos 
Serge Prokofieff 
Carolyn Beebe 
Felix Arndt 


Alfredo Casella 


Henri Bergman 


Leff Poutshno ff 
Harold Bauer 
Harold Bauer 
Harold Bauer 
Carolyn Beebe 
Harold Bauer 

George H. Gartlan 


Carolyn Beebe 


Robert Armbruster 


Dallmeyer Russell 
Erno Rapee 
Ina W. Polson 


ALPHABETICAL. LIST OF COMPOSITIONS RECORDED FOR THE DUO-ART PIANO 
a ee 


Rott No. 


63428 
66928 
6721-4 


65120 
61908 


69880 
64559 


69609 


102708 


11188-S 
70299 
61148 
55206 


66080 


101638 


6797-3 


67690 


510-4 


514-4 


5169 


5060 


101916 


12069 


70868 


11397 
63439 
100656 


Price 


2.00 
2.00 
3.00 


2.50 
3.00 


2.50 
A, ISS 


NSS 


2.00 


2.00 
225 
2.00 
1.50 


NO) 


2.00 


2.75 


2.50 


3.00 


3.00 


ApS) 


2.50 


E50 


DDS 


2.00 


Es5 
Zed 
1.50 


DUO-ART PIANO MUSIC 


TITLe CoMPosER Prayep By Rott No. Price 
‘RED MILL SELECTIONS’’: The Streets of New 
York; Because You're You; I Want You to Marry 
Me; Moonbeams; Whistle It; When You're a 
aad the World is Fair. HERBERT : . Robert Armbruster 69349 2.25 
REEL, A. No. 4 from ‘‘Four Irish Dances 4 . .  STANFORD-GRAINGER Percy Grainger 6117-4 3.00 
REFLETS DANS L’EAU Cimages, No. 1) 2) DEBUssy: pee George Copeland 61549 2.25 
REIVER’S NECK VERSE, A. Soprano or Tenor. . Ac- 
companiment only. KeyC . . . . (GRAINGER BBE: Percy Grainger 11429 2.25 
REMEMBER (Song Roll). eee: ; ; ; BERLIN . ; : . Phil Ohman 102745 1.25 
REMEMBRANCE . A : ; ee DAvainseer é : Reuben Davies 61637 ele 
RENDEZVOUS (Intermezzo- Peay s ALETTER ; ; Genevieve Pitot 68166 1.50 
RESTLESS DREAMS (Traumeswirren), Op. 12, No.7 7 ScHUMANN ... Rosita Renard 60310 2.50 
RETURN OF THE MULETEERS, THE . : we SEVERAG. ce, Robert Lortat 60618 2.00 
REVERIE . : : : ; ' : .  Depussy . : Ernest Hutcheson 59180 2.50 
REVERIE IMPROVISATION : : : . 4 GRANADOS . . Enrique Granados 5756-3 2.75 
REVERIE, Op. 18 . : 4 : : ; : . SALZEDO . : Carlos Salzedo 64568 2.00 
REVERIE, Op. 34, No. 5 “ae ae -  OOCHUETT: Moissaye Boguslawski S-30116 1.50 
REVERIE DU SOIR, No. 3. “Suite Algerie.” see 
ond Piano Partonly. . . ; yy Se SAINT-SABNS ae Rudolph Ganz —-10028_~— 2.00 
RHAPSODIE, Op. 11, No. 3 : s f E .  DoHNANYI . . John Thompson 58158 2.00 
RHAPSODIE ESPAGNOLE . . ; Liszt : 3 , Rosita Renard 6208-4 3.00 
RHAPSODIE MAURESQUE (No. 2 fom ‘Suite AL 
gerienne’’). For Two Pianos. First Piano Part : 
only . ; , ; ; : : SAINT-SAENS . ; Rudolph Ganz 10948 2.00 
RHAPSODIC PRELUDE a mee (eres Go : Ashley Pettis §-30409. 2.25 
RHAPSODY IN B MINOR, Op. 79, No. Hl : .  BraAwMs . 5 Arthur Rubinstein 6744-4 3.00 
RHAPSODY IN G MINOR, Op. 79, No. 2 ; . BrRawMs . é : Oliver Denton 6893-3 2.75 
RHAPSODY IN E-FLAT, Op. 119 ; : : . BRAHMS : F . Myra Hess 67050 see 50 
RHAPSODY IN BLUE. Second Half . . GERSHWIN... George Gershwin 68787 1.75 
RHEINGOLD, Roll No. 1: Scene of the Rhine Maid- 
ens; Interlude; Valhalla Scene; Descent into Ni- 
belheim : A WAGNER é : Ralph Leopold 69380 ~=—2.50 
RHEINGOLD, Roll No. I: The cin Se ne 
of the Gods into the Valhalla nome. WAGNER ih, oat Ralph Leopold 69390 2.50 


RHYTHMS FOR CHILDREN, No. (EAC oeren 
ment. Educational Dance Roll for Children. Ar- 
ranged. and Annotated by AlysE. Bentley. . . . . . «. =. Erno Rapee ~102890ReS 


RHYTHMS FOR CHILDREN, No. 2—Accompani- 
ment. Educational Dance Roll for Children. Ar- : 
ranged and Annotated by AlysE. Bentley. . . . . . «\. Emo Rapee ~103200aes 


RHYTHMS FOR CHILDREN, No. 3—Accompani- 
ment. Educational Dance Roll for Children. Ar- 
ranged and Annotated by AlysE. Bentley. . . -. . . « « EmoRapee 103690 


RIGAUDON. Arranged by Leopold Godowsky . Rameau. .  . John Thompson 59038 2.00 
RIGAUDON; Op: 12; No.3 i290 30) a ee ROKORIErCEE. Serge Prokofieff 63440 2.50 
RIGAUDON, Op. 49, No.2... MacDowELt . ‘ Heinrich Gebhard 61968 2.00 
RIGOLETTO. One Day If I Remember Well. Concert 

Paraphrase by Franz Liszt. . . .  Verpt .  .  . Robert Armbruster 58328 2.00 
RIGOLETTO SELECTIONS . ; VERDI . ; ; . Erno Rapee 6517-3 2.75 


RING OF THE NIBELUNG, THE. See: Rheingold; 
Valkyrie; Siegfried; and Gotterdammerung. 


RITUAL DANCE OF THE FIRE Sioa ‘El Amor 
BcojO Ay Saige é ieee Debarcy : Arthur Rubinstein 6755-4 3.00 


ROADWAYS. Acconteeeaees Beflat . Moat DensMorE . . Frank LaForge 12018-S 2.00 
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ALPHABETICAL LIST OF COMPOSITIONS RECORDED FOR THE DUO-ART PIANO 


Tirtz 


ROBIN HOOD SELECTIONS: (1) Brown October 
Ale; (2) Sir Cavalier; G) Sweetheart Mine; a 


Oh, Promise Me 
ROBIN’S RETURN . 


ROCK-A-BYE BABY. ee by Marghee Knafll 


(Song Roll) 


ROLLING DOWN TO RIO (sone Roll, Sh Words) 
ROMANCE IN F, Ob. 50; ee Cantabile. (Violin 


Accompaniment) 


ROMANCE (Mezzo- Soprano) Accompaniment only. 


Key D ©. 
ROMANCE . 
ROMANCE. Key G-flat 
ROMANCE IN G, Op. 26 
ROMANCE 
ROMANCE. From “Tropical ee 
ROMANCE 
ROMANCE, No.3 .- . 
ROMANCE IN F MINOR, Ov. Ow 


ROMANCE IN E-FLAT, Op. 44, No. 1 
ROMANCE. From the Violin Concerto, in D Minor, 


Op. 22. ; 
ROMANCE, Op. 24, No. 9 
ROMANCE, Op. 28, No. 2 


ROMANCE, Op. 28, No. 2, in G-flat . 
ROMANCE, Op. 30, No. 2, in G-flat . 


ROMANCE, Ob. 38, No. 2 
ROMANCE, Op. 44, No. 1 
ROMANCE, Ob. 45, No. 1 


ROMANCE FROM CONCERTO IN E MINOR. 


Arranged by Bachaus 
ROMANCE HONGROISE 


ROMANCE SANS PAROLES, Op. 17, Sie 3 
RONDINO. Arranged for Violin by Fritz Kreisler. 


Accompaniment only. E-flat 
RONDO 


CoMPosER 


DEKovEeNn 
FisHER 


GERMAN 


BEETHOVEN 


DeEBussy . 
LaForGE 
LaForGE 
SVENDSEN 
PascaL 


PascaL 


RACHMANINOFF 


FAURE 


TcHAIKOVSKY 


RUBINSTEIN 


WIENIAWSKI . 


SIBELIUS . 
ScHUMANN 
ScHUMANN 
SCHUETT . 
SCHUETT . 
RUBINSTEIN 


GrRUNFELD 


CHOPIN . 
DELIBES . 


FAURE 


BEETHOVEN 
RAMEAU \ 


PLAYED BY 


Erno Rapee 
Genevieve Pitot 


Marghee Knafft 
Robert Armbruster 


Andre Benotist 


Coenraad V. Bos 
Eleanor Shaw 
Frank LaForge 
Genevieve Pitot 


Josef Martin 


Lionel Levinson-Sinclair 


Rudolph Ganz 


Ossip Gabrilowitsch 


Ignaz Friedman 
Ignaz Friedman 


Genevieve Pitot 
Rudolph Ganz 
Rudolph Ganz 
Percy Grainger 
David Pesetzky 
Josef Martin 
Herma Menth 
Clarence Adler 


Wilhelm Bachaus 
Robert Lortat 
Oliver Denton 


Walter Charmbury 
Lewis Richards 


GIGUE : DesMarETs { * 
RONDO IN E-FLAT FreLp Edwin Hughes 
RONDO A CAPRICCIO, Op. 129. (Anger Over i 
Loss of a Penny) BEETHOVEN Josef Hofmann 
RONDO BRILLANTE, Op. 62 tae Gaieté) WEBER Tina Lerner 
RONDO BRILLANTE, Op. 62 WEBER Harold Bauer 
RONDO CAPRICCIOSO, Op. 14 . : MENDELSSOHN Josef Hofmann 
ROSAMUNDE BALLET MUSIC, Op. 26. _ Arranged 
by Rudolph Ganz SCHUBERT Rudolph Ganz 
ROSARY, THE. Accompaniment mate . Nevin Coenraad V. Bos 
I NeEvIN Rudolph Ganz 
ROSARY, BPE sie oF asters tle NEVIN Robert H. Cone 
ROSE IN THE BUD (Song Roll) . ForsTER . Alfred Rienzo 
ROSENKAVALIER, DER. Waltz. STRAUsS Francesco Longo 
- ROSES FROM THE SOUTH. Waltzes a Aor AUS Richard Epstein 
ROSES OF PICARDY (Song Roll) . .. . Woop David Pesetzky 


1465} 


Rott No. 


63620 
69256 


101155. 


103085 


12948 


10348-S 
60867 
62799 
69968 
60626 
61528 

6285-4 
5659-3 
6866-3 
6991-4 


68017 
58420 
56600 
6384-3 
67018 
60328 
61158 
58948 


6848-4 
58639 
66099 


10697 
69029 
63578 


6610-4 

60470 
6345-4 
6119-8 


6200-5 
10248-S 
63970 
S-30106 
100555 
66306 
60169 
101755 


Price 


2.50 
1.50 


1.25 
1.25 


2.00 


2.00 
Ue/5 
225 
2.00 
1.50 
2.00 
3.00 
2/5 
25/5 
3.00 


175, 
2.50 
2.50 
2.75 
2.00 
2.00 
2.00 
2.00 


3.00 
2.25 
DEI 


1.75 
PIPES) 
2.00 


3.00 
2.50 
3.00 
4.00 


3.25 
2.00 
2,50 
1.50 
iba 
1.50 
pie bs 
1325 


DUO-ART PIANO MUSIC 


*es()- 


TITLE 
"ROUND GRIM TOTEMS (Indian Pua: No. 11 
From “‘Childhood Memories’’ , 


RUSSIAN ROMANCE, Op. 30 


SALUT A PESTH (Marche Hongroise de Concert) . 

SALUT, D'AMOUR, "Op7 12 iCLove's aes 
(Violin). Accompaniment only. Key D 

SAMSON ET DELILAH IMPROVISATION 

SANCTUARY, THE 

SAPPHIC ODE (Mezzo Soprano). Accompaniment 
only. Key F. 

SARCASMS, Op. 17, Nos. 1 “eel 2. : 
SAVIOUR AGAIN TO THY DEAR NAME CSong 
Roll) ; 

SCARF DANCE, Op. 37, No. 3. ies ie Ballet 
SCENE D’AMOUR (Romance), Op. 61, No. 2 

SCHERZO (Duet) 

SCHERZO (Fantasy Piece) 

SCHERZO, Op. 12, No. 10 

SCHERZO, Op. 16, No. 2. E Minor 
SCHERZO IN B-MINOR, Op. 20 . 
SCHERZO, Op. 20. In B Minor 
SCHERZO, Op. 31. In B-flat Minor 
SCHERZO, Op. 39. In C-sharp Minor . 
SCHERZO, Op. 39. In C-sharp Minor . 


SCHERZO, Op. 39. In roaep Minor. CAleenating 
Roll) 


SCHERZO IMPROMPTU, Or. Bs Nee ji 

SCHERZO TARANTELLE, Op. 15 (Violin Accom- 
paniment only). G Minor 

SCHON ROSMARIN, No. 3 (Alt Were Tae 

SCOTCH POEM, Op. 31, No. 2 : 

SCOTCH SONGS (Medley): Annie Laurie; ete 
Lassie; Comin’ Thro’ the Rye; Bonnie Sweet 
Bessie; The ae Are Sure Auld ae 
Syne 

SEA GARDENS 

SEA PIECES, Op. 55, No. 5. concn 

SEA PIECES, Op. 55, No. 6. From “The Denk 

SEA PIECES, Op. 55, No. 7: Nautilus . 

SECOND BARCAROLLE, IN A MINOR 

SECOND GAVOTTE, Op. 5, No. 2 

SECRET, LA (Intermezzo Pizzicato) 

SECRET, THE (Geheimniss) . 

SELECTIONS FROM THE FIRST DUET BOOK, 
Roll No. 1: London Bridge Is Falling Down; 
Now the Sun is Shining; There Was an Old Wo- 
man as I’ve Heard Tell; Plaisir d’Amour; Joseph 
and Mary . 

SELECTIONS FROM. THE FIRST DUET BOOK FOR 
THE PIANO, Roll No. 2: Key F : 

SELECTIONS FROM SECOND MELODY BOOK: 
The Piper; May Dance; March of the Elves; Hide 
and Seek; Military March : 


CoMPOSER 


JONAS 
FRIML 


Kowalski 


ELGAR 
SAINT-SAENS 
Dvorsky. 


BRAHMS . 


PROKOFIEFF 


Hopkins 
CHAMINADE 
SMITH 
LiTroLFr 
GRIEFES . 
PROKOFIEFF 
MENDELSSOHN 
CHOPIN . 
CHOPIN . 
CHOPIN . 
CHOPIN . 
CHOPIN . 


CHOPIN . 
GRIEG 


WIENIAWSKEIL . 
KREISLER 
MacDow.ELt . 


Cooke 
MacDoweE tt . 
MacDoweELt . 
MacDowELt . 
RUBINSTEIN . 
SAPELLNIKOFF 
GAUTIER 
GRIEG 
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Alberto Jones 
Reuben Davies 


. Julius L. Schendel 


W alter Charmbury 


Charles C. Saint-Saens 


Josef Hofmann 


Coenraad V.. Bos 
Serge Prokofieff 


Ina Warwick Polson 
Charles Gilbert Spross 


. Motssaye Boguslawski 


Lambert and Reisenberg 
Rudolph Reuter 

Serge Prokofieff 

Rosita Renard 

Josef Hofmann 

John Powell 

Josef Hofmann 

Harold Bauer 

Rudolph Ganz 


Rudolph Ganz 
Rudolph Ganz 


Andre Benoist 
John Thompson 
Rudolph Reuter 


Felix Arndt — 


James Francis Cooke 
Carolyn Beebe 
Augusta Cottlow 
Frank Sheridan 
Josef Hofmann 
Rudolph Ganz 
Chas. Gilbert Spross 
Rudolph Ganz 


DiLLer AND Quaite Elizabeth Quaile 


BLake 


Pe: } 


Elizabeth Quaile 


Dorothy Gaynor Blake 


62869 
59616 


66548 


10756 
5696-6 
6513-4 


10558-S 
62100 


100715 
58256 
64718 
67849 
70308 
67740 
64000 

6992-6 
6490-4 
6118-0 
6506-4 

6205-4 


S-3112-4 
61508 


12080 
58998 
60508 


61798 
70556 
60917 
65039 
63178 
6682-4 
6993-4 
66037 
6683-3 


66058 - 


65959 


66288 


*©rro- 


Price 


2225 
1.50 


2.00 


1.50 
3.50 
3.00 


2.00 
2.50 


1.25 
1.50 
2.00 
2,95 
2.00 
2.50 
2.50 
3.50 
3.00 
4.50 
3.00 
3.00 


3.00 
2.00 


2.50 
2.00 
2.00 


2.00 
1.50 
175 
2.25 
2.00 
3.00 
3.00 
75 
2075 


Morteep ma ciCAT LIST OF COMPOSITIONS REGORDED FOR THE DUO-ART PIANO 


TITLE 
SERENADE, A. Accompaniment for Recitation 
SERENADE 
SERENADE, Pe egataniniéne a ols 
SERENADE IN A-FLAT . 
SERENADE IN F 
SERENADE IN A MINOR 
SERENADE IN D MINOR 
SERENADE 
SERENADE 
SERENADE 
SERENADE (Rimpianto) coe Roll) 
SERENADE FROM “‘DON JUAN”’ 
SERENADE IN THE DESERT 
SERENADE MELANCOLIQUE 
SERENADE, Op. 3, No..5 : 
SERENADE FROM ‘“‘MILLIONS D’ ARLEQUIN” 
SERENATA, Op. 15, No. 1 
SERENATA NAPOLITANA 
SEVILLANAS, No. 3. From ‘‘Suite Peeeerole: i 
SHADOW DANCE, Ob. 39, No. 8 
SHADOW DANCE, Op. 39, No. 8 
SHADOW DANCE. From ‘“‘Dinorah’’ Soprano) 
D-flat. Accompaniment only 
SHADOWLAND. 
SHALL WE GATHER AT THE RIVER ee Roll) . 
SHANEWIS (‘‘The Robin Woman’’): Prelude and 
Lionel’s Narrative 


SHEEP AND GOAT ‘ WALKIN’ TO THE PAS- 
TURE’ (Cowboys’ and Old Fiddlers’ Breakdown) 
Arranged by David Guion. 

SHEHERAZADE FANTASIA. Arranged from the 
Symphonic Suite 

SHEPHERD’S DANCE Gon ‘Three Dee er 
Henry VIII’’) 

SHEPHERD'S HEY (English Mors ance ARS 

SHEPHERD SHOW ME HOW TO GO (Song Roll) . 

SHEPHERDS OF THE MOUNTAINS, THE. Mezzo- 
Soprano and Soprano. Key D. Accompaniment 
only 

SHEPHERD'S TALE; Ra SHEPHERDS ALL AND 
MAIDENS FAIR. From ‘“‘In Arcady,’’ Op. 16, 
Nos. 1 and 2 

SIEGFRIED, Roll No. 1: ec Aon ee Is See 
fried and Mimi; Wanderer; Forging of the Sword; 
Finale . 

SIEGFRIED, Roll eee 2 ane a ene Foren hee I 

SIEGFRIED, Roll No. 3: Excerpts from Act II: Intro- 
duction; Siegfried Passing through the Fire; 
Brunhilde’s Awakening; Finale 

SIEGMUND’S LOVE SONG. From ‘Die Walkiire” 

SILHOUETTE IN A MAJOR, No. 1 

SILVER SWAN, THE (Song Roll) 

SILVER THREADS. AMONG THE GOLD Song 
Kol) 


CoMposER 

FERGus . Phyllis Fergus 
MapRIGUERA Paquita Madriguera 
PIERNE . Paquita Madriguera 
PIERNE . E. Robert Schmitz 


Titt-KrimMuinc . Robert Armbruster 


FuLEIHAN Anis Fulethan 
RUBINSTEIN . Leopold Godowsky 
ScHuBERT-LiszT Harold Bauer 


ScHuUBERT-LiszT . Daisy Nellis 
ScuuBert-Liszt L. Levinson-Sinclair 
TOSELLI Henri Bergman 


Mozart-Bacuaus W4alhelm Bachaus 


FULEIHAN Anis Fulethan 
Putz Egon Putz 
RACHMANINOFF Aurelio Giornt 
Drico . Robert Armbruster 
Moszxkowsk1 . Clarence Adler 
SEEBOECK Carolyn C. Baldwin 
ALBANIZ . Arthur Rubinstein 
MacDoweE Lt . Victor Wittgenstein 
MacDowELt . Winifred Byrd 
MaAyYERBEER . Coenraad V. Bos 
GILBERT Genevieve Pitot 
Lowry Herbert Jones 
CapMan — Charles Wakefield Cadman 


Percy Grainger 


Rimsky-KorsaKOFF 


Serge Prokofieff 


GERMAN . Robert Armbruster 
GRAINGER : Percy Grainger 

. Dion W. Kennedy 
SCHINDLER Lillian Seller 
NEvIN Keith McLeod 
WAGNER Ralph Leopold 
WAGNER Ralph Leopold 
WAGNER Ralph Leopold 
WAGNER Georges Enesco 
Mason ; John Powell 
MizssNER . W. Otto Miessner 
Danks Georges Favier 


4467 f 
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12648-S 
58809 
10036 
64579 
65547 
63508 
Spr s5) 
6671-3 
59526 
62879 
102305 
68250 
63058 
55037 
70318 
68417 
60636 
65188 
62980 
57917 
64728 


11518-S 
69526 
101615 


60179 


7083-3 


7001-4 


66907 
5661-4 
101085 


11696-S 


69377 


69420 
69430 


69440 
66850 
67659 
102555 


100075 


150 


175 


2.50 
2.50 


2.50 
2.50 
DaDs 
1.25 


125 


DUO-ART PIANO MUSIC 


TITLE 

SIMPLE AVEU (Simple Confession). ne without 
Words 

SIMPLE CONFESSION (sigule Aven), On 25: Song 
without Words. . 

SING ME TO SLEEP (Song Roll) 

SIOUX FLUTE SERENADE (From 
Sketches’’), No. 2 

SITTIN’ THINKIN’ (The Old Shepherd: s Sone): ‘ee 
in D-flat. Accompaniment only ap. 

SKETCHBOOK, Op. 2, No. 3. Love Song . 

SLAVIC DANCE, No. 11 (From Op. 72) 

SLAVIC DANCE IN C MINOR, Ob. 46, No. 1. hee 
ranged for two Pianos 

SLAVIC DANCE, Op. 46, No. 2 ame te Only) 

SLEEPING BEAUTY, THE, Op. 139, No. 5 : 

SLUMBER BOAT, THE; THE LAND OF NOD. ee 
Accompaniment : 

SLUMBER SONG Ciieented) 

SMILIN’ THROUGH (Song Roll) 

SMILIN’ THROUGH (Song Roll) 

SNAKE CHARMER. From ‘‘At the Fair’ 

SNOWBIRDS, Op. 26, No. 3 . 

SO AM I. From “‘Lady Be Good”’ 

SOBRE LAS OLAS (Over the Waves) 

SOIREES DE VIENNE, No. 6. Valse Caprice ie. 
Franz Schubert . 

SOIREES DE VIENNE. Vales Caprice No 7 bea. 4 
Franz Schubert . 5 

SOIREE DANS GRENADE, ww 

SOIREE DANS GRENADE, LA 

SOLVEJG’S SONG, Op. 52, No. 4 

SOMEBODY LOVES ME (Soprano or ce KeyD D} 
Accompaniment only : 

SOMEWHERE A VOICE IS CALLING 

SOMEWHERE IN THE WORLD (Song Roll) 

SONATA EROICA, Op. 50. *‘Flos eae Arthuras.”’ 
First Movement ‘eee: 

SONATA. First Movement: Mostar 

SONATA. Second Movement: Adagietto 

SONATA. Third Movement: Allegro Moderato 

SONATA IN B MINOR. First Movement: 
Assai; Allegro Energetico 

SONATA IN B MINOR. Second Merene Nauki 
Sostenuto ; 

‘SONATA IN B MINOR. ‘Third WetenaNe Alieeto 
Energetico . 

SONATA IN B-FLAT MINOR. acheee Sioa 
Movement . 

SONATA, Op. 100, Ae: Mone For Viola), 
Accompaniment only 

SONATA, Op. 100, Second Rtirortend ae Violin), 
Andante Tranquilo. Accompaniment only . 

SONATA, Op. 100. Third Movement: Allegro Gra- 
sioso (Quasi Andante). For an Accom- 
paniment only eh ; 


“Three Indian 


Lento 


CoMPOSER 


THOME 


THOME 
GREENE . 


SKILTON . 


FisHER 
Nevin 
Dvorak . 


Dvorak 
Dvorak . 
BENDEL . 


GAYNOR 


BrauMs-KELLER 


PENN 
PENN 
PowELt . 
Bur Leicu 
GERSHWIN 
Rosas 


ILegraie 


Liszt 
Desussy . 
Desussy . 
GRIEG 


Cox 
TATE 


+ AYER 


MacDowELt . 
STRAVINSKY . 


STRAVINSKY . 


STRAVINSKY 


Liszt 


isan 


Liszt 


Morris . 


BRAHMS . 


BRAHMS . 


BRAHMS . 
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Constance Mering 


Clarence Adler 
Herbert Jones 


Harold Henry 


Lillian Seller 
George McManus 
Marie Dvorak 


Rose and Ottilie Sutro 


Harold Bauer 


Chas. Gilbert Spross 


Elva Faeth Rider 


Julius L. Schendel 


Arthur A. Penn 
Herbert Jones 
John Powell 
James Reistrup 
George Gershwin 


Genevieve Pitot 
Alexander Raab 


Carl Friedberg 


E. Robert Schmitz 


Harold Bauer 
Raymond Burt 


Corinne Wolersen 
Felix Arndt 


Genevieve Pitot 


Augusta Cottlow — 


Igor Stravinsky 
Igor Stravinsky 
Igor Stravinsky 


Ernest Schelling 
Ernest Schelling 
Ernest Schelling 
Oliver Denton 
Francis Moore 


Francts Moore 


Francis Moore 


70627 


59597 
101675 


67758 


11726-S 
60957 
65788 


67800 
70640 
66138 


12628-S 
65657 
102455 
101255 
58269 
S-31269 
102625 
68428 


56518 


58019 
6215-3 
6599-4 

67477 


11646 
57546 
102355 


70320 
6867-3 
69560 
7002-3 


57700 


57860 


57990 


6325-3 


11928 


11938 


11948 


ALPHABETICAL LIST OF COMPOSITIONS RECORDED FOR THE DUO-ART PIANO 


TiTLe 

SONATA IN D, No. 7 (Complete). 

SONATA, Op. 53 (for Two Pianos, Second te ene 
First Movement: Allegro con Spirito 

SONATA, Op. 53 for Two Pianos, Second Part only en 
Second Movement: Andante (Accompaniment) 

SONATA, Op. 53 (for Two Pianos, Second Part only). 
Third Movement: Allegro Molto. 

SONATA IN a No. 11. Turkish Merch 
(Alla Turca) 

SONATA IN D MAJOR, Ne. 15. dit Moreen 
Allegro 

SONATA IN D MAJOR, No. 1s. cond Vieesieee 
Adagio 

SONATA IN D MAJOR, Nes LS. Third Meer 
Allegretto 

SONATA, Op. 58. ead Moeenedt: Tenia con 
Desiderio : 

SONATA IN G MAJOR son: atas or pene Vol. iL 
No. 14; Revised by Paul Dukas) 

SONATA, No. 15, in A Major 

SONATA, No. 12, in G Minor 

SONATA, No. 16, in C Major 

SONATA, Op. 8. First Movement: Allegro con Brio. 
Violin and Piano. Accompaniment only 

SONATA, Op. 8. Second Movement. pe 
only 

SONATA, Op. 8. Third Fe Pour yeas Alle- 
gro Molto Vivace Presto. Accompaniment only 

SONATA, Op. 11, No. 1. Introduction 

SONATA, Op. 11, No. 1. First Movement: Un ee 
Adagio Allegro Vivace 

SONATA, Op. 11, No. 1. Second eee AS 
dante Cantabile . , 

SONATA, Ob. 11, No. 1. Third Reena: iochena 

Intermezzo . 

SONATA, Op. 11, No. ifs Finale: Aileere un Boe 
Maestoso : 

SONATA, Op. 26. Rando. paper Meqner 

SONATA PATHETIQUE, Op. 13, C Minor. First 
Movement: Grave; Allegro con Brio 

SONATA, Op. 13 (Pathetique). Second Movement: 
Adagio 

SONATA, Op. 13 (Patherique) Third Mavemene 
Rondo Allegro . 

SONATA IN C MINOR, Ob. 13 C panenic’ ‘s) foicce 
Movement: Grave; Molto Allegro 


SONATA, Op. 27, No. 2 (Moonlight). First weeks 


ment: Adagio Sostenuto : 

SONATA, Op. 27, No. 2 (Moonlight). enna ove 
ment: Allegretto 

SONATA, Op. 27, No. PEM ent «hos Third ieee 
ment: Presto Agitato 

SONATA QUASI FANTASIA IN GC SHARP MINOR, 
Op. 27, No. 2 (Moonlight). First Movement: 
Adagio Sostenuto. Second Movement: Allegretto 

SONATA, Op. 27, No. 2 Cee Third Move- 
ment: Presto Agitato | 


CoMPposER 


Haypn 


Mozart . 


Mozart . 


Mozart . 


Mozart . 


Mozart . 


Mozart . 


Mozart . 


CaDMAN 


SCARLATTI 


ScARLATTI 


GRIEG 


GR1iEG 


GRIEG 
ScHUMANN 


ScHUMANN 


ScHUMANN 


ScHUMANN 


ScHUMANN 
WEBER 


BEETHOVEN 


BEETHOVEN 


BEETHOVEN 


BEETHOVEN 


BEETHOVEN 


BEETHOVEN 


BEETHOVEN 


BEETHOVEN 


BEETHOVEN 
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Rudolph Ganz 
Ethel Leginska 
Ethel Leginska 
Exhel Leginska 
Daisy Nellis 
Wanda Landowska 
Wanda Landowska 
Wanda Landowska 
Charles W. Cadman 
Myra Hess 


Alfred Kugel 


Andre Benoist 
Andre Benoist 


Andre Benoist 
Harold Bauer 


Harold Bauer 
Harold Bauer 
Harold Bauer 


Harold Bauer 
Winifred Byrd 


Harold Bauer 
Harold Bauer 
Harold Bauer 
Wilhelm Bachaus 
Josef Hofmann 
Josef Hofmann 


Josef Hofmann 


Ignace J. Paderewski 


Ignace J. Paderewski 


6835-4 


11068 


11078 


11088 


62288 


67560 


67760 


67850 


61229 


70599 


68030 


11798 


11808 


11818 
57496 


57500 


5769-4 


5787-4 


5800-4 
6203-3 


5691-4 


2703-3 


5711-5 


70650 


6101-6 


6102-6 


6103-8 


6929-8 


6930-6 


APIS 


2.00 


2.00 


2.00 
1.50 


2X0, 


3.00 


3.00 


3.00 
2D 


3.00 


21D 


2a 


DRY) 


3.50 


3.50 


4.00. 


4.00 


3.50 


DUO-ART PIANO MUSIC 


e510) 

lita CoMPosER Prayvep By Rott No. 
SONATA, Op. 53 (Waldstein). First Movement BEETHOVEN John Powell 66010 
SONATA, Op. 57 ae First Movement: 

Allegro Assal BEETHOVEN Harold Bauer 6065-5 
SONATA (aioe Op. 57. Eun Movement 

Andante con Moto. Third Movement: Allegro 

ma non Troppo . : BEETHOVEN Harold Bauer 6080-5 
SONATA, Ob. 81. First Mavens: Adan Aiese BEETHOVEN Guiomar Novaes 69080 
SONATA, Op. 81. Second Movement: Andante Ex- 

pressivo. Third Movement: Vivacissimamente . BEETHOVEN Guiomar Novaes 6909-3 
SONATA, Op. 111. First Movement BEETHOVEN Frederic Lamond 6672-4 
SONATA, Op. 111. Second Movement BEETHOVEN Frederic Lamond 6706-4 
SONATA IN B-FLAT MINOR, Op. 36. First More 

ment: Grave CHOPIN . Josef Hofmann 6239-6 
SONATA, Op. 35. In B- Hl Mtoe eae Mosmere 

Scherzo CHOPIN . Josef Hofmann 6258-6 
SONATA, Op. 35. In B flat Nini ‘Third Mecceee 

Marche Funébre. Fourth Movement: Presto CHOPIN . Josef Hofmann 6272-6 
SONATA, Op. 58. First Movement: Allegro Maestoso  Cxopin . Harold Bauer 5854-4 
SONATA, Op. 58. In B Minor. Second Movement: 

Scherzo CHOPIN . Harold Bauer 5862-3 
SONATA, Op. 58. 7 B Mion Third Morerene 

Largo . CHOPIN . Harold Bauer 5874-4 
SONATA, Op. 58, B Sine ron Meee Fi 

nale. Presto, non tanto . CHOPIN . Harold Bauer .5877-4 
SONATA PRIMA, ‘‘The Combat poset Deed Py 

Goliath’ (First of the Six Bible Sonatas) . . Kuunau Alfred Kugel 68979 
SONETTO 123 DEL PETRARCA. No. 6 from “‘An- 

nées de Pélerinage’’ (Second Year) Liszr Oliver Denton 6288-3 
SONG OF APRIL (Chanson d’Avril) . BizET-BUONAMICI Harold Bauer 6098-4 
SONG OF INDIA (From ‘‘Sadko’’) (Song Roll) Rimskxy-Korsaxorr Robert Armbruster 103145 
SONG OF LOVE. “‘Blossom Time’’ (Song Roll) ROMBERG . Robert Armbruster 102365 
SONG OF SONGS, THE (Song Roll) . . Moya Henri Bergman 102165 
SONG OF THE BOATMEN OF THE VOLGA. Ar- 

ranged by Harriet Cady . : Rudolph Ganz 63580 
SONG OF THE CHIMES (Cradle Song). Kay F. he 

companiment only . WorRELL . Robert Armbruster 11656-S 
SONG OF THE SOUL ee ‘The Climax’ 2) (sone 

Roll) BREIL Genevieve Pitot 102915 
SONG OF THANKSGIVING (Suptane. D MES 

Accompaniment only ALLITSEN Eleanor Shaw 10185-S 
SONG OF THE OPEN (High Voice! F Mine Ae 

companiment only LaForceE Frank LaForge 12458-S 
SONG OF THE TURNKEY ose Accompaniment, 

in C Minor). From ‘‘Robin Hood”’ . .  DeKoven Robert Armbruster 12966-S 
SONG WITHOUT WORDS, Op. 53, No. 19 SINDING Aurelio Giornt 70337 
SONGS WITHOUT WORDS, No. 3. Hunting Song MENDELSSOHN Rudolph Reuter 60288 
SONG WITHOUT WORDS, No. 18. Duetto MENDELSSOHN Carolyn Beebe 65119 
SONG WITHOUT WORDS, No. 18. Duetto MENDELSSOHN Coenraad V. Bos 60218 
SONG WITHOUT WORDS, No. 30. Spring Song MENDELSSOHN Guiomar Novaes 6417-3 
SONGS WITHOUT WORDS, No. 30. Spring Song . MENDELSSOHN Josef Hofmann 68740 
SONGS WITHOUT WORDS, No. 4, Confidence a < 
SONGS WITHOUT WORDS, No. 47, Sighing ei MANE eS eS Beryl Rubinstein “39359 
SONGS WITHOUT WORDS, No. 9, Consolation 

Folk Song . ; a 988 . | MENDELSSOHN Beryl Rubinstein 65279 
SONGS WITHOUT WORDS, Mae 19, On the Sea 

Shore F MENDELSSOHN Aurelio Giorni 59518 

{0} 


-eSQ)* 
TITLE 


SONGS WITHOUT WORDS, No. 25: “‘May Breezes,”’ 
Op. 62, No. 1 

SONGS WITHOUT WORDS, No. 32, on 67, Not 2, 
Lost Illusions 

SONGS WITHOUT WORDS, No 34, on 67, No. 4. 
Spinning Song 

SONGS WITHOUT WORDS, Ne. 34, Or. 67, No. 4. 
Spinning Song 


SONGS FOR CHILDREN, Roll Ne i qa) The Stem 
ber Song; (2) The Sailors; (3) The River ase 
Roll) : 

SONGS MY MOTHER TAUGHT ME, fon 55, No: 4 
(Song Roll, with Words) 


SONGS MY MOTHER TAUGHT ME Soprano) 
Accompaniment only. KeyD.  . 

SONGS OF CHRISTMASTIDE: (1) Peiscls aie Mie 
Realms of Glory; (2) It Came Upon the Midnight 
Clear; (3) Christmas Bells (Gade); (4) O Come 
All Ye Faithful; (5) Holy Night (Song Roll) 

SONGS OF SUNNY ITALY (Medley): (1) Funiculi, 
Funicula; (2) Ciribiribin; (3) O Sole Mio; (4) 
Maria, Mari; (5) Viene sul mar; (6) Margarita 

SONGS OF THE CHILD WORLD, Book No. 1, Roll 
2 Song Roll): The Little Shoemaker; The Giants; 
Pit-a-pat 


SONGS OF THE SEA: (1) Rocked: in ae Gradie BE ae 
Deep; (2) Nancy Lee; (3) Asleep in the aay o 
Sailing. Arranged by Felix Arndt . 


““SONIA’S SONG.” Russian Folk Song 

SOURCE, LE (The Spring), Op. 36, No. 4 . 

SOUS BOIS, Op. 6 

SOUS BOIS, Op. 6 : 

SOUVENIR (Violin). Accompaniment ote rey D. 
SOUVENIR 

SOUVENIR DE VARSOVIE . 


SPANISH AND CHINESE SERENADES (From 
‘Suite of Serenades’’) : 


SPANISH CAVALIER, THE. Old Spanish Song. 
(Song Roll) 

SPANISH DANCE, Op. 12, No: 2 : 

SPANISH DANCE, Ob. 12, No. 5. Bolero . 

SPANISH RHYTHMS, No. 4 (Flamenco Song) 

SPANISH RHYTHMS, No. 6. Solea 

SPANISH RHYTHMS, No. 7. The Bullfighters, ee 

SPARKLETS ; : 

SPINNERS, Op. 13, No. 5. From ‘In Beye 

SPINNING SONG, Ob. 67, No. 4. (See above, * 

without Words’) 

SPOON RIVER (No. 1 from “American Folk-Music 
Settings’) . 

SPRING, Op. 57, No: 2 Geeta (auten ys : 

SPRING FANCY (High Voice, E- a espe ees 
ment only BD 2 

SPRING SONG 

SPRING SONG OF THE ROBIN WOMAN. ' ‘Shane- 
wis.’’ Accompaniment only . 


‘Songs 


CoMPOsER 


MENDELSSOHN 


MENDELSSOHN 


MENDELSSOHN 


MENDELSSOHN 


GAYNOR 


Dvorak . 


Dvorak . 


GAYNOR 


RIABININ-SILOTI 
LESCHETIZKY . 


STAUB 
STAUB 
DrbLa 
Drpia 
ScCHULHOFF 


HERBERT 


MoszkowskI1 . 
MoszkowskK1 . 
LAPERRA 
LAPERRA 
LAPERRA 
Muixzs 


RHENE-BATON 


GRAINGER 
MoszkowskKI1 . 


DENSMORE 
Spross 


CADMAN 


Pere 


PLAYED BY 

Ernest Hutcheson 
Ellen Ballon 

Ignace ]. Paderewski 


Ossip Gabrilowitsch 


Dion W. Kennedy 
Robert Armbruster 


Erno Rapee 


Dion W. Kennedy 
Erno Rapee 
Dion W. Kennedy 


Felix Arndt 
Alexander Siloti 
Mark Hambourg 

Rudolph Reuter 
Herma Menth 
Walter Charmbury 

. Erno Rapee 
Chas. Gilbert Spross 


. Robert Armbruster 


. Robert Armbruster 
Paquita Madriguera 
Paquita Madriguera 
Raoul Laperra 
Raoul Laperra 
Raoul Laperra 
Frank Banta 
Eleanor Spencer 


Percy Grainger 
. Nadia Reisenberg 


Dallmayer Russell 
Chas. Gilbert Spross 


Frank LaForge 


ALPHABETICAL LIST OF COMPOSITIONS RECORDED FOR THE DUO-ART PIANO 
—— 


Rott No. 


70600 


66388 


6569-4 


66730 


101388 


103095 


10568-S 


101368 


64849 


101448 


59898 
5657-3 
56999 
66338 
59547 
10587 
63349 
63517 


67888 


101295 
58917 
58598 
57227 
58127 
59288 
62477 
63099 


66170 
69199 


11546-S 
58668 


12128-S 


Price 


2.50 


2.00 


3.00 


2.50 


2.00 


12) 


2.00 


2.00 


2.25 


2.00 


2.00 
2a75 
DS: 
2.00 
1.75 
15 
LDS 
15 


2.00 


125 
175 
2.00 
17> 
17D 
2.00 
t/5 
Deghss 


2550 
wees 


1.50 
2.00 


2.00 


DUO-ART PIANO MUSIC 


eae 


“e8(0)s 

TirLe ComposER Piayep sy Rott No. 
SPRINGTIME BRANDEIS Harold Henry 65388 
STACCATO CAPRICE ; VoGRicH Jose Echaniz 64368 
STACCATO ETUDE IN C, Op. 23, Sie ae RuBINSTEIN Aurelio Giornt 66269 
STACCATO ETUDE, Op. 23, No. 2 RuBINTSEIN Moissaye Boguslawski §-30258 
STANDCHEN (Serenade). pay in F- sharp. re 

companiment STRAUSS Frank LaForge 10868-S 
STANDCHEN Retest): Or. 1 ino: 2 STRAUSS Wilhelm Bachaus 6684-4 
STAR, THE (Song Roll) RoGeErs . Eleanor Shaw 102568 
STAR, THE (Soprano, D-flat). econ Pannen RocGeErs . Eleanor Shaw 10208-S 
STAR SPANGLED BANNER (Song Roll) SMITH Rudolph Ganz 101265 
STAR SPANGLED BANNER, THE SMITH G H 

AMERICA (Song Roll) Carry donee 1 C201 cre a 
STARS AND STRIPES FOREVER (MARCH) . Sousa Ben Lincoln 62487 
STEIN SONG (Song Roll) BULLARD Felix Arndt 100065 
STEPHANIE GAVOTTE, Op. 312 CzIBULKA Genevieve Pitot 69746 
STRAUSS WALTZ MEDLEY STRAUSS Felix Arndt 15258-D 

*“STUDENT PRINCE’”’ SELECTIONS: Deen in MG 

Heart; Students’ March; Serenade; Drinking Song RomsBEercG Genevieve Pitot 68879 
SUGGESTION DIABOLIQUE, Op. 4, No. 4 PROKOFIEFF Arthur Rubinstein 6922-4 
SUITE, Op. 15. Valse. Arranged for Two Pianos ARENSKY Harold Bauer and 

Ossip Gabrilowitsch 5849-0 

SUNRISE AND YOU (Song Roll) : Artuur A. PENN Henri Bergman 102325 
SUNSET LAND—ALOHA. Hawaiian Reverie . LAMECNIK . Robert Armbruster 65097 
SUNSHINE OF YOUR SMILE, THE (Song Roll) Ray Phil Ohman 100965 
SUNSHINE THAT FILLS MY WORLD, THE (Song 

Roll, with Words) Bau Ernest R. Ball 103165 
SUSSEX MUMMERS’ CHRISTMAS CAROL. No. 2 

of British Folk-Music Settings GRAINGER Percy Grainger 57120 
SWAN, THE (Le Cygne) : SAINT-SAENS . Rudolph Ganz 60648 
SWAN, THE (Le Cygne). Accompaniment only 

Key Ge. Sarnt-Saens .  . Maurice Dambois 10045 
SWEDISH WEDDIN G MARCH, Or. 12 N Orn SODERMAN Rudolph Reuter 64529 
SWEET ADELINE (Song Roll) ARMSTRONG . . Frank Milne 101075 
SWEET AND LOW (Song Roll) BaRNBY . Georges Favier 100195 
SWEET GENEVIEVE (Song Roll) TUCKER . Robert Armbruster 102635 
SWEET GENEVIEVE; HOW CAN I LEAVE THEE 

(Song Roll) : TUCKER Ed London 100637 

_ SWEET PEGGY O'NEIL (Song Roll). WaALDROP Uda Waldrop 101335 

SWEET, SWEET LADY (High Voice, A- Sa Accom- 

paniment only SPROss Chas. Gilbert Spross 10128-S 
SWEETEST STORY EVER TOLD STULTZ Henri Bergman 101785 
SWING LOW, SWEET CHARIOT (A-flat) ; BurLEIGH 

DE OL’ ARK’S A-MOVERIN’ (D-flat) Song We . Robert Armbruster 12609-S 

companiment) Guion } 
SWING LOW SWEET CHARIOT rd STEAL AWAY 

(Song Roll) . Robert Armbruster 101345 
SYLPHES, LES (Valse pce) ; BacHMANN . Frank Banta 64507 
SYLVELIN, Op. 55, No. 1 Agia A Minor) Song 

Accompaniment) SINDING Daisy Hofmann 12636-S 
SYLVIA (Song Roll) ae: SPEAKS . Robert Armbruster 102665 
SYLVIA. Key G. Accompaniment only : SPEAKS Vera Eakin 11366 
SYMPHONIC DANCE. D Minor. Sek on THe Cyril Scott and 

Pianos) ‘ Scott-GRraINGER Percy Grainger 6514-4 
SYMPHONIC STUDIES, Or. 13, Pare One SCHUMANN Percy Grainger 6859-4 


*(Qr0+ 


Price 


2.00 
2.00 
2.25 
2.00 


2.00 
3.00 
2.00 
2.00 
eels 


1.50 


1.75 
1.25 
1.50 
2.00 


2225 
3.00 


4.50 
1.25 
ite) 
2:25 
1.25 


2.50 


2.00 


1.50 
2.25 
i525 
1525 
1.25 


ig) 
1.25 


2.00 
225 


2425 
1.25 
4575 


1.50 
1.25 
1.50 


3.00 
3.00 


ALPHABETICAL LIST OF COMPOSITIONS RECORDED FOR THE DUO-ART PIANO 


-e&(0)= 


Tirte ComposER Prayep By Rott No. 
SYMPHONIC STUDIES, Op. 13, Part Two ScHUMANN Percy Grainger 6868-4 
SYMPHONY IN B MINOR CUnfinished) SCHUBERT Albert Stoessel 

First Movement: Allegro Moderato 5120 

Second Movement: Andante con Moto Pe eee 5130 
SYMPHONY NO. 5, IN C MINOR, Or. 67 BEETHOVEN Albert Stoessel 

First Movement: Allegro con Brio 5030 

Second Movement: Andante con Moto E 5040 

Third Movement: Allegro. First Part of Fourth 

Movement: Allegro . OF Ot fs 5020 

Second Part of Fourth Movement . 5050 
SYMPHONY NO. 5, IN E MINOR, Op. 95. Bion oe 

*“‘New World”’ Dvorak . Rudolph Ganz 

First Movement: Adagio; ‘Allegro molto ig te 5260 

Second Movement: Largo : 5270 

Third Movement: Scherzo; Molto + vivace 5290 

Fourth Movement: Allegro con fuoco 5300 
SYMPHONY NO. 5 (‘New World’). 

Second Movement: Largo : Dvorak . Marie Dvorak 64869 
SYMPHONY No. 5, IN E MINOR, Op. 64 TCHAIKOVSKY Frederic Lamond 

First Movement: Andante (Part I) 5180 

First Movement: Andante (Part II) 5190 

Second Movement: Andante Cantabile 520-4 

Third Movement: Allegro Moderato 521-4 

Fourth Movement: Andante Maestoso Allegro 

Vivace. Arranged by Lamond. 522-4 
SYMPHONY NO. 6, IN B MINOR, Op. 74 (Pathe 

tique) . 3 . TcHAIKovsky Albert Stoessel 

First Part of First Movement: ‘Adagio : 5080 

Second Half of First Movement 5090 

Second Movement: Allegro con Grazial 5110 

Third Movement: Allegro Molto Vivace 5070 

Fourth Movement: Adagio Lamentoso 5170 
TAKE JOY HOME (Low Voice, Key C). eae 

ment only eA BaAssETT Elva Faeth Rider 12476-S 
TALE THE TULIPS TOLD, THE (Gohe Roll) . SMITH Bud Earl 101545-S 
TALES OF HOFFMANN: Barcarolle. ag "i 

Maurice Moszkowski | : OFFENBACH Arthur Shattuck 58810 
TALES OF THE OLD GRANDMOTHER, on 31, 

No. 3 : . PROKOFIEFF Serge Prokofieff 6826-3 
TAMBOURIN (E Minor) , Rameau-Gopowsky Nadia Reisenberg 68339 
TAMBOURIN (Renaissance), No. 6 Rameau-Gopowsky V.Wéittgenstein 59879 
TAMBOURIN, Op. 204, No. 6 Rarr Georgia Hall-Quick S-30246 
TAMBOURIN CHINOIS (Allegro nate Qua 

Presto). B-flat. Accompaniment only KREISLER Elva Faeth Ridey 12546 
TANGO ALBANIZ Guiomar Novaes 69890 
TANGO IN D , ALBANIZ George Copeland 56628 
TANGO AMERICAINE . CARPENTER John Alden Carpenter 64830 
TANGO ELEGANTE ; Soro Enrique Soro 57776 
TANNHAUSER—EVENING STAR SONG. Teen 

scription by Franz Liszt . WAGNER Erno Rapee 62358 
TANNHAUSER OVERTURE (Concer Paraphras) : 

Part I 2 Wacn_er-Liszt Ignaz Friedman 66166-A 
TANNHAUSER OVERTURE Concer Paraphrat) 

Pare lh;. : WacGner-LisztT Ignaz Friedman 66168-B 


es Fk 


*©rro- 


Price 


3.00 


yip\0) 
2.50 


2.50 
2.50 


2.50 
250 


2.50 
2.50 
2.50 
2.50 


2.25 


230) 
2.50 
3.00 
3.00 


3.00 


DO) 
2.50 
2.50 
2.50 
2.50 


1250 
1E25 


2.50 


DPT 
225 
2225 
150 
1.50 
2.50 
2.00 
DESO 
SO) 


2.00 


1.50 


2.00 


DUO-ART PIANO MUSIC 


-esT0)* 
TITLE 

TARANTELLA (Venezia e Napoli) 

TARANTELLE, Op. 33 se Se. G. Accompani 


ment only 

TARANTELLE, Op. 8 

TELL ME NOT OF A LOVELY LASS aoe Gaara 
in F). Accompaniment only 

TEMPLE BELLS; and LESS THAN THE DUST. Fon 

“Indian Love Lyrics’’ Gong Roll) 

TEN LITTLE PIECES, Nos. 1 to 5: Ding Dong Bell; 
Village Dance; Evening Bee A Jolly Time; 
The Merry Shepherd 


TEN LITTLE PIECES Nosao.torl0: Me eee 
Marching On; Playing Tag; Ghosts; Lullaby 


TEN TINY TUNES, Nos. 1 to 5: The Clock; At the 
Party; The Village Band; By ects ae With 
Dancing Step 

TENDER CONFESSION s, Or. 43, Nee 2 Gon 

TENDRE AVEU (Romance), Op. 43, No. 2 

TENDRE AVEU (Romance), Or. 43, No. 2 

TENDRE AVEU Gatun es Op. 43, No. me 
ing Roll) 

THAIS—MEDITATION . 


THAIS—MEDITATION. For een < or Cello. ne 
companiment only 


THANK GOD FOR A GARDEN Gore Roll) . 
THAT WAS YOU AND ONLY YOU (Song Roll) 


THENGYOU EL REMEMBER ME. From ‘The Bo- 
hemian Girl.’’ (Song Roll) 


THERE IS NO DEATH .Tenor, ae of rP. Aecore 


paniment only 5 

THERE’S A LONG, LONG TRAIL 

THINK, LOVE, OF ME (Song Roll) . : 

THOSE SONGS MY MOTHER USED TO SING 
(Song Roll) 

**THOU’RT LIKE UNTO A FLOWER” (Du Bist wie 
eine Blume) eee ee 2 ff 

THREE FOR JACK Gone Roll) . 

THREE FRENCH SONGS (Song Roll, with Words: 
Beau Soir (Evening Fair) : P 
L’Heure Exquise (The Enchanted Hous 
L’ Adieu du Matin (Farewell at Morn) 

THY BEAMING EYES, Op. 40, No. 3 (Song Roll). 

THY WILL BE DONE (Song Roll, with Words) 


TOA COMEDIAN. From the Suite ‘‘From Holly- 
wood,’’ Op. 90, No. 2 


TO A BUTTERFLY, Op. 15, No, 2: Soprano, G- “bys 
Accompaniment only 


TO SPRING (Au Printemps). Temi picn by Rane 
TO SPRING, Op. 43, No. 6 ; 

TO SPRING, Op. 43, No. 6 (Alternating Roll) 
TOCCATA IN A 

TOCCATA IN C-SHARP 

TOCCATA; Op. 7 

TOCCATA, Op. 11 

TOCCATA, Op. 18, No. 4 


CoMPoOsER 


Liszt 


Popper 
CHOPIN . 


ForsyTH 


W ooDFORDE-FINDEN 


KUINSCELLA 


KINSCELLA 


KINSCELLA 
SCHUETT . 
SCHUETT : 
SCHUETT . 


SCHUETT . 
MasseneET 


MassENET 
RizGo 
REEs 


BA.LrFe 


O’Hara . 
ELLioT 
GREY 


SMITH 


RuBINSTEIN 
SQUIRE 


Desussy 
Haun 
PEssARD | 


MacDowELtL . 


PENN 


CADMAN 


PowELL . 
GouNnoD 
GRIEG 
GRIEG 
PaRADIES 
Desussy . 
ScHUMANN 
PROKOFIEFF 


SGAMBATI 


aap 


PLAYED BY 


Josef Hofmann 


Maurice Dambois 


Magdeleine Brard 
Erno Rapee 


R. Armbruster 


Hazel G. Kinscella 
Hazel G. Kinscella 
Hazel G. Kinscella 

Hugh Hodgson 


Alexander Raab 
Dallmeyer Russell 


Dallmeyer Russell 
Winifred Byrd 


Maurice Dambots 


. Robert Armbruster. 


William H. Rees 
Henri Bergman 
Geoffrey O’ Hara 
Frank Banta 

Frank H. Grey 
Herbert Jones 

. Robert Armbruster 
. Robert Armbruster 


Genevieve Pitot 


Herbert Jones 
Arthur A. Penn 


Charles W. Cadman 


John Powell 


“Chas. Gilbert S ‘pross 


Percy Grainger 
Percy Grainger 
Myra Hess 
Percy Grainger 
Harold Bauer 
Serge Prokofieff 


Aurelio Giornt 


Rott No. 
6375-6 


10358 
6390-3 


10528-S 


102338 


68968 


69638 


69648 
S-30638 
56318 
S-30978 


S-31138 
60929 


- 10138 
101685 
102375 


102975 


11756-S 
60356 
102595 


101195 


69247 
102255 


103128 


101525 
103155 


70098 


11468 
64998 
6206-3 
S-3116-3 
66589 
6409-4 
6498-4 
6391-3 
59119 


“Oro 


Price 


3.50 


2.00 
Zt) 


2.00 


2.00 


2.00 


2.00 


2.00 
2.00 
2.00 
2.00 


2.00 
5 


2.00 
1:25 
E25) 


25 


1.50 
1.50 
E25 


pass 


eye) 
Pes 


2.00 


ne25 
125 


2.00 


2.00 
2.00 
25 
2.75 
2.25 
3.00 
3.00 
2.75 
2.25 


ALPHABETICAL LIST OF COMPOSITIONS RECORDED FOR THE DUO-ART PIANO 
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TITLE 


TOCCATA AND FUGUE IN D MINOR 

TOMMY LAD (Song Roll) 

TOO MANY PARTIES, TOO MANY PALS (Sone 
Roll) 


TORCH DANCE. For “Three Danes orn Henry 
VIIT’ 


TRAUMEREI peavey), On 9, Noe A 
TRAUMEREI, Op. 15, No. 7 (Reverie) 
TRAUMEREI, Op. 15, No. 7 


TRAVIATA, LA, SELECTIONS: AW ate e Sia 
Sempre libera; Di Provenza; Brindisi; Para sic- 
come un Angelo 


TREES (Low Voice, B-flat). Pree animent aly 3 
TREES. Accompaniment for Recitation 


TRIO NO. 1 IN G MAJOR. Piano Part only. Fire 
Movement: Andante 


TRIO NO. 1. Second Movement: nee AT AS Third 
Movement: Rondo all’ Ongarese (Gypsy Rondo) 


TRIO, Op. 1, No. 3 in C Minor (Piano Part only). 
First Movement 


TRIQ@@s. 1; No. 3 in G Minor anne te Snip) 
Second Movement 


TRIGW@ae1. No.<3 in C Moe (Piano Day ast 
Third Movement 


TRIO, Op. 1, No. 3 in C Minor (Pee Pat Baty. 
Fourth Movement: Accompaniment only . 


TRIO, No. 1 in D Minor, Op. 49. Second Movement: 
Andante 


TRIO, No. 1, Ma Minor. of 49. ‘Third ae 
Scherzo 


TRIP TO MUSIC LAND, A. ae. ie 
“The Arrival’: The Arrival; In the Swing; 
Naughty Elf; The Bold Mariners; Little Jap- 
anese Dances; Dancing Elves; Jack Tar . 


TRIP TO MUSIC LAND, A. Series II: 
“At the Circus’’: The Circus Parade; The Merry- 
Go-Round; The Trick Pony; The Clowns . 


TRISTAN AND ISOLDE—Excerpts from Act I: Prel- 
ude; Kurvenal’s Song; Isolde’s Narration; Finale 


TRISTAN AND ISOLDE Clsolde’s Love Doe 
Transcription by Franz Liszt . 


TRISTE, Op. 17, No. 5 

TROIKA (Sleighbells) 

TROT DE CAVALERIE . 

TROUT, THE. Transcription by Heller 


TROUT, THE (Die Forelle). ioe in D-flat. 
Accompaniment only 


TROVATORE SELECTIONS 

TULIPS 

TULIPS 

TURKEY IN THE STRAW (car bor’ s Sat Fiddler’: s 
Breakdown) 

TURKEY IN THE STRAW. Kereta by Dae W. 
Gion. (Alternating Roll) : 

TURKISH MARCH. From ‘“‘Ruins of Aches 
ranged by Anton Rubinstein . ; 


yaa 


ComposER 
Bacu-Tausic 
MARGETSON . 


HENDERSON 


GERMAN 
STRAUSS 
ScHUMANN 
ScHUMANN 


VERDI 
RasBACH 
Fercus 


Haypn . 


Haypn . 


BEETHOVEN 


BEETHOVEN 


BEETHOVEN 


BEETHOVEN 


MENDELSSOHN 


MENDELSSOHN 


RicHARDSON 


RicHARDSON 


WAGNER 


WAGNER 
AGUIRRE 
TCHAIKOVSKY 
RUBINSTEIN 
SCHUBERT 


ScHUBERT 
VERDI 
Mites 
MiILzs 


GuIon 


BEETHOVEN 


ae 


PLAYED BY 
Ignaz Friedman 
Henri Bergman 


Phil Ohman 


Robert Armbruster 
Yolanda Mero 


Leopold Godowsky 


Ethel Leginska 


Robert Armbruster 
Elva Faeth Rider 
Phyllis Fergus 


Helen Norfleet 
Helen Norfleet 
Clarence Adler 
Clarence Adler 
Clarence Adler 
Clarence Adler 
Helen Norfleet 


Helen Norfleet 


Vera Richardson 


Vera Richardson 
Ralph Leopold 


Rudolph Ganz 


Corina Henriques de Lima 
. Elva Faeth Rider 
. Mills and Brooks 


Aurelio Giornt 


Coenraad V. Bos 
Erno Rapee 
Frank Banta 


. Lrene Di Giovanni 


Percy Grainger 
Percy Grainger 


Josef Hofmann 


Rott No. 
6732-4 
102775 
102925 


67487 
66278 
5855-3 
55860 


68619 
12186-S 
12588-S 


67158 
67268 
T1959 
11968 
12048 
12059 
67278 


67398 


9078-S 


9088-S 
70840 


6504-4 
64317 
S-31438 
65898 
61760 


11207-S 
64120 
62277 
65467 


6444-3 
S-3117-4 


6327-8 


Price 
3.00 
1.25 
11S 


1.75 
2.00 
7h) 
2.50 


Megas) 
1.50 
2.00 


2.00 


2.00 


Peg lSs 


2.00 


2.00 


225 


2.00 


2.00 


2.00 


2.00 


2.50 


3.00 
el 
2.00 
2.00 
2.50 


1.75 
2.50 


1.75 
1.75 


vat fe) 


3.00 


4.00 


DUO-ART PIANO MUSIC 


TitLE CoMPoOsER Prayep sy Rott No. Price 
TURKISH MARCH. From “Ruins of Athens”’ BEETHOVEN Harold Bauer 5837-4 3.00 
TURKISH MARCH. From Sonata No. ll in A Major Mozart. Lewis Richards 6786-3 2.75 
"TWAS A LOVER AND HIS LASS. From “‘O’er Hill 

and Dale.’’ Accompaniment for Recitation. NeEvIN . Robert Armbruster 12668-S 2.00 
"TWAS THE NIGHT BEFORE CHRISTMAS (Song 

Roll) 4 SMITH Henri Bergman 101796 1.50 
TWENTY-THIRD PSALM: “The vee Is Ne Shep 

herd’’ (Religious Reading). ; FerGus Phyllis Fergus 12838-S 2.00 
TWILIGHT. From ‘“‘Feramors.”’ Piano Pare ie RuBINSTEIN-COERNE Arthur Shepherd 67918 2.00 
TWO GRENADIERS, Op. 49, No. 1. Baritone, G ; 

Minor. Accompaniment only. : ScHUMANN Coenraad V. Bos 10318-S 2.00 
TWO LARKS, Op. 2, No. 1 LescueTizKy Lionel Levinson-Sinclair 61238 2.00 
TWO LARKS, THE, Op. 2, No. 1 ; LESCHETIZKY . Ethel Leginska 65399 2.25 
TWO LARKS, THE, Op. 2, No. 1. (Alternating Roll) LESCHETIZKY . Ethel Leginska S-31159 2.25 
TWO MUSICAL RELICS OF MY MOTHER: Her- 

mund the Evil (Faeroe Island Dance-Folk-Song); 

As Sally Sat A-Weeping (English Folk-Song from 

Dorsetshire). Arranged for Four Hands, Two 

Pianos by Percy Grainger a GraINGER Rose and Percy Grainger 6760-4 3.00 
UNDER THE LEAVES, Op. 29 THOME Edwin Hughes 64679 2.25 

V 

VAGABOND KING SELECTIONS: Song of the Vag- 

abonds; Some Day; Only a Rose FRIML . Robert Armbruster 69769 2.25 
VAIN SUIT, THE, Op. 84, No. 4. Medium in G. Nee 

companiment only .  BrauMs . Coenraad V. Bos 11318-S 2.00 
VALCIK Moxrgjs . Daisy Nellis 59498 2.00 
VALE (Farewell). eco tan tere eke Re F RUSSELL . . Robert Armbruster 11897 1.75 
VALE (Farewell) (Song Roll) RUssELL . . Robert Armbruster 103055 1.50 
VALSA CAPRICHOSA, Op. 9, No. 3 CSeenes P bee 

guezas ) Motta . Dallmeyer Russell §-31219 2.25 
VALSE IN A-FLAT MAJOR, & 36, No. 4 ARENSKY. . Harold Henry 70348 2.00 
VALSE IN A-FLAT, Op. 34, No. 1 CHOPIN . Ignace ]. Paderewski 6551-8 4.00 
VALSE IN A-FLAT, Op. 34, No. 1 CxHopPin Josef Hofmann 7085-4 3.00 
VALSE IN A MINOR, Op. 34, No. 2 . CHOPIN . Mitja Nikisch 66590 2.50 
VALSE IN A MINOR, Op. 34, No. 2 . CHOPIN . . Moissaye Boguslawski S-30288 2.00 
VALSE IN A-FLAT, Op. 42 . CHOPIN . Ignace J. Paderewskt 6618-6 3.50 
VALSE IN A-FLAT, Op)42) CHOPIN . Josef Hofmann 6401-6 3.50 
VALSE IN A-FLAT, Op. 42 . CHOPIN . Harold Bauer 5635-6 3.50 
VALSE IN A-FLAT, Op. 42... CHOPIN . Augusta Cottlow 63599 2.25 
VALSE IN D-FLAT, Op. 64, No. 1 CHOPIN . Ignaz Friedman 67220 2.50 
VALSE IN D-FLAT, Op. 64, No. 1 ; CHOPIN . Harold Bauer 6328-6 3.50 
VALSE IN C-SHARP MINOR, Op. 64, No. 2 CHOPIN . Josef Hofmann 6073-8 4.00 
VALSE IN C-SHARP MINOR, Op. 64, No. 2 CHOPIN Daisy Chambers Woolsey §-30208 2.00 
VALSE IN A-FLAT, Op. 64, No. 3 CHOPIN . Rosita Renard 68909 2.25 
VALSE IN B-FLAT, Op. 70, No. 1 CHOPIN . Maria Carreras 69129 «2.25 
VALSE IN D-FLAT . me CHOPIN . Anis Fulethan S-30508 2.00 
VALSE IN E MINOR ocitmonss E CHOPIN . Ethel Leginska 67079 2.25 
VALSE IN E MINOR CHOPIN . Ossip Gabrilowitsch 6273-4 3.00 
VALSE IN F MINOR CHOPIN . Anis Fulethan §S-31288 2.00 
VALSE IN E-FLAT . DuranpD Harold Bauer 6932-4 3.00 
VALSE IN D No. 1 Moret Guiomar Novaes 63010 2.50 

{476} a3 


iv. 


ALPHABETICAL LIST OF COMPOSITIONS RECORDED FOR THE DUO-ART PIANO 
| a" 


TITLe 


VALSE IN A, Op. 2 . 

VALSE, Op.-11, No. 1 

VALSE, Op. 15, No. 2 : 

VALSE IN D-FLAT, Op. 17, No. 3 

VALSE IN A-FLAT, Op. 20, No. 3 

VALSE, Op. 34, No. 1 : 

VALSE, Op. 40, No. 1, in A-flat 

VALSE IN D-FLAT (In a Woodland Glade) 
VALSE BLUETTE. Arranged by Erno Rapee 
VALSE CAPRICE IN A-FLAT 

VALSE CAPRICE IN E-FLAT 

VALSE CAPRICE IN B-FLAT, Op. 6, No. 1 
VALSE CAPRICE IN D-FLAT, Op. 7 . 
VALSE CAPRICE, Op. 14. 

VALSE CAPRICE, Ob. 30 

VALSE CAPRICE, Op. 74, No. 7 . 

VALSE CAPRICE, Op. 74, No.7 . 

VALSE CARNAVALESQUE, Op. 73 


VALSE COQUETTE, Or77;, No: 3. From Japanese 
Ballet ‘‘O Mitake San”’ 


VALSE D’AMOUR, Ob. 57, No. 5 é' 
VALSE, DANSE HUMORESQUE, Op. 12, Noe ®) 
VALSE, DANSE HUMORESQUE, Op. 12, No. 2 
VALSE DE BALLET. From ‘‘Der Lebemann’’ 
VALSE DE CONCERT, Op. 3 

VALSE DE CONCERT IN E-FLAT 


VALSE DES FLEURS, Op. 71, No. 13. Paraphrase by 
Percy Grainger 


VALSE ELEGANTE, Op. 18, No: 2 
VALSE IMPROMPTU 


VALSE LENTE, Op. 
Lente). 


VALSE LENTE IN G-FLAT . , 

VALSE LENTE and PIZZICATI. From ae Ballet 
“Sylvia”’ 

VALSE LUCILLE, Or. 85, No: i. 

VALSE MIGNONNE : 

VALSE MIGNONNE, Ob. 54, nee 1 

VALSE NONCHALANTE 

VALSE OUBLIEE 

VALSE PETITE, Op. 156 

VALSE PHANTASTIQUE 

VALSE TRISTE, Op. 44 . 

VALSES VIENNOISES : 

VALSETTE (No. 1. From ‘‘Trois Novices » 


VARIATIONS. On a Theme by Corelli. Violin Ac- 
companiment only 


VARIATIONS, Op. 35, Book 1: Noe 1% Be 1, 12; B ) 


23, Now 2 Deuxitme Vale 


Composzr 
LEvITsk1 
WipoR 
Bobo 
DreyscHock 
KorGANOFF 


Moszkowsk1 . 


Putz 

Ray 

Drico 
RUBINSTEIN 
RUBINSTEIN 


PLAYED BY 

Constance Mering 
Robert Lortat 

Erno Rapee 

. Robert Armbruster 
Eleanor Shaw 
Ethel Leginska 
Egon Putz 

Huston Ray 

Erno Rapee 

Josef Hofmann 
Georgia Hall-Quick 


Nevin Margaret and Dorothy Gillette 


NEWLAND 
CEsAK 
FAauRE 
ScoTT 

ScoTt 
CHAMINADE 


FRIML 


MoszkKowskI1 . 


StTojowsk1 
STOJOWSKI 
GrRUNFELD 


WIENIAWSKI . 


LaForce 


TCHAIKOVSKY 
CoLuins . 
Liszt 


DoLMETScH 
OswaLp . 


DELIBEs . 
FrRIML 


SAINT-SAENS . 


PALMGREN 


SAINT-SAENS . 


Liszt 
BENKHART 
Woops 
SIBELIUS . 


Genevieve Pitot 
Edna Bentz 
Robert Lortat 
Reuben Davies 
Rata Present 
Rudolph Ganz 


Constance Mering 
Rudolph Ganz 
Daisy Hoffman 
Lois Maer 
Eustace Horodyski 
E. Robert Schmitz 
Frank LaForge 


Percy Grainger 
Moissaye Boguslawski 
Ernest Hutcheson 


Genevieve Pitot 
Guiomar Novaes 


Robert Armbruster 
Fannie Votey Rogers 
Chas. C. Saint-Saéns 
Selim Palmgren 
Camille Saint-Saéns 
Ernest Hutcheson 
Genevieve Pitot 
Josef Hofmann 
Harold Bauer 


Lanner-Lanpowska W. Landowska 


Borowsk1 


TARTINI-KREISLER 


. Moissaye Boguslawski 


Andre Benotst 


VARIATIONS, Op. 35, Book II: Nos. 3, 4, 5, 6, 7, 7.8) PaGANINiI-BrauMs W4ulhelm Bachaus 


10, 11 and 14 
VECCHIO MINUETTO . ; ! 
- VECCHIO MINUETTO, Op. 18, ayers ; 


VENETIAN CARNIVAL—FLORINDA: COLUM- 
BINE (Duet, Four Hands) 


SGAMBATI 
SGAMBATI 


BuRGMEIN 


4477} 


Rudolph Ganz 
Rosita Renard 


. Robert Armbruster 


Rott No. 
69758 
5882-3 
61938 
65448 
62928 
6159-4 
65199 
65797 
62207 
6561-5 
S-30319 
64139 
67258 
59328 
6089-3 
59556 
S-31508 
6936-4 


69618 
6418-3 
68717 
S-31347 
67597 
64739 
65908 


6085-4 
66397 
61580 


70147 
6259-4 


69809 
64517 
5673-6 
64459 
5831-4 
58220 
70466 
6812-4 
5960-4 
6828-3 
66638 


11828 
6813-4 


5530-4 
70358 


69058 


Price 


2.00 
Ze15 
2.00 
2.00 
2.00 
3.00 
PLS 
1.75 
1.75 
3.25 
2.25 
DMS) 
2.00 
2.00 
2015 
1.50 
2.00 
3.00 


2.00 
2.75 
1.75 
ii 
175 
DPS) 
2.00 


3.00 
B75 
2.50 


Las 
3.00 


MSS 
a5 
3.50 
Disa 
3.00 
2.50 
1.50 
3.00 
3.00 
2.75 
2.00 


2.00 


3.00 


3.00 
2.00 


2.00 


DUO-ART PIANO MUSIC 


=e5(0)* 
TITLE 
VENETIENNE, Op. 110, No. 2 (Fourth Barcarolle) 
VIENNESE WALTZ 
VIENNESE WALTZ, No. 
VIENNESE WALTZ, No. 
VIENNESE WALTZ, No. 
VIENNESE WALTZ, No. 4 
VIKING SONG (Male Gare Accompaniment) 
VISSI D’ARTE, VISSI D’AMORE, ‘‘La Tosca.”’ 
Key D. Accompaniment only . 
VISSI D’ARTE, VISSI D’AMORE, ‘“‘La eee ; 
(Soprano). Accompaniment only in E-flat . 
VOGLEIN (Birdling), Or. 43, No. 4) — 
DANCE CAPRICE, Op. 28, No. 3/ 
VOICE OF SPRING, THE. Duet for Soprano and Con- 
tralto. Accompaniment only in A-flat 


WN 


CoMPOsER PLAYED BY 
GoparRD Fannie Votey Rogers 
EpsTEIN . Richard Epstein 


GAERTNER-FRIEDMAN Ignaz Friedman 
GarRTNER-FRIEDMAN Ignaz Friedman 
GarRTNER-FRIEDMAN Ignaz Friedman 
GarRTNER-FRIEDMAN Ignaz Friedman 


Corer1pGE-Taytor . C. G. Spross 


Rwccriniee Coenraad V. Bos 
Puccini . Coenraad V. Bos 
GRIEG Uda Waldrop 
LaForcGeE Frank LaForge 


WwW 


WALDESRAUSCHEN (Murmuring Woods) 
WALDESRAUSCHEN ees es: Concert 

Etude, No. 1 ‘ : 
WALKING TUNE 


WALKURE, DIE (The Valkyrie). Roll Ne. 1. Brome 
from Act I. Tempest; Opening Scene; Love Scene; 
Drawing of the Sword from the Tree 


WALKURE, DIE (The Valkyrie). Roll No. 2. peer 
from Acts II and IL. Sigmund’s Death Prophecy; 
Ride of the Valkyries; Brunhilde’s Narration and 
Appeal; Magic Fire Scene 


WALTER'S PRIZE SONG. From ‘Die Moreen as 
WALTER'S PRIZE SONG. From ‘‘The Mastersingers 
of Nuremberg’’ (Tenor Accompaniment, in C) . 
WALTER’S PRIZE SONG. From “Die Meister- 
singer.’’ Violin Accompaniment 
WALTZ, No. 3. From “‘Miniatures,”’ 
WALTZ, Op. 39, No. 15. 
WALTZ. From Second Serenade, Op. 63 
WALTZ. From the Ballet ‘‘Naila’”’ 


WALTZ MEDLEY: My Beautiful Lady C The Pink 
Lady’’); Sympathy (‘‘Firefly’’); Valse Song (‘Say 
Not Love is a Dream’’) From the “‘Count of 
Luxembourg’’ 


WALTZ MEDLEY. Brome on Waltz. Dre 
WALTZES, Op. 39, Nos. 2 and 15 : 
WWUMLADARS. (Ory, SH); IN(es, WA UL Ie, aby, LU a HO) 


WANDERER, THE (Alto or Bass). Key of D. Accom- 
paniment only 


WANDERER, THE. Pom ‘The Heciendar eyed 
Voice, F-sharp Minor. Accompaniment only 


WANDERER FANTASIA (Glow nebo see and 


Op. 42 


Liszt Josef Hofmann 
Liszt Lester Donahue 
GRAINGER Percy Grainger 
WAGNER Ralph Leopold 
WAGNER Ralph Leopold 


Rudolph Ganz 


1 


WAGNER-JAELL 


WAGNER Coenraad V. Bos 
WaGNeER-WILHELM] . C. G. Spross 
GLAZOUNOFF . Naida Reisenberg 
BRAHMS . Alexander Raab 
VoLKMANN Alexander Raab 


De.ipes-DoHNANY! Wilhelm Bachaus 


CARYLL-FRIML-LEHAR R. Armbruster 


STRAUS Robert Armbruster 
BRAHMS . David Campbell 
BRAHMS . Una Bourne 
ScHUBERT Coenraad V. Bos 
W ALDROP Uda Waldrop 


GOOLENKI (Cradle Song) Scuupert-Liaporr-Sitot1 A. Siloti 
WARRIOR BOLD, A ApamMs | Era Rape 
THE SOLDIER’S FAREWELL (Song Roll) KINKEL 
WATER NYMPH, Op. 13, No.3 . NeEvIN Chas. Gilbert Spross 
WATER SPRITES CHARMBURY . Walter Charmbury 
WATER-WAGTAIL, Op. 71, eee 3 Scott Ruth Deyo 
aan 


Rott No. 
65108 
58508 

6410-3 
6419-3 
6515-4 
7076-3 

10388-S 


12268-S 


10728-S 
66048 


12258-S 


6708-4 


57369 
5135 


~ 69400 


69410 
6674-3 


12938-S 


11108 
66798 
56428 
56938 
6698-4 


68178 
70797 
S-31239 
6860-4 


11738-S 
11035 


68759 
100667 


58586 
65408 
67899 


“Oro 


Price 


2.00 
2.00 
219 
7S 
3.00 
215 
2.00 


2.00 


2.00 
2.00 


2.00: 


3.00 


225 
3.00 


2.50 


2.50 
Za) 


2.00 


2.00 
2.00 
2.00 
2.00 
3.00 


2.00 


‘Ne 
22) 


3.00 
2.00 
1.25 


ee) 


ye) 


50 
2.00 
ARPS) 


ALPHABETICAL LIST OF COMPOSITIONS RECORDED FOR THE DUO-ART PIANO 
ee ee sees eee 


TitLe 


WAYSIDE CHAPEL, THE, Op. 42 


WEDDING CAKE (Caprice Valse). For Two pies 
First Piano Part only. A-flat . . ae 


WEDDING MARCH. From ‘ ‘Lohengrin”’ 


WEDDING MARCH and ELFIN CHORUS, Op. 61, 
No. 6. From ‘‘Midsummer Night’s Dream”’ 


WELLENSPIEL, Op. 14, No. 1 (Play of the Waves) 
WERE I A BIRD, Op. 2, No. 6 
WEST OF THE GREAT DIVIDE (Song Roll) 


WHAT IS LOVE (Soprano or Tenor, Bees re Accom- 
paniment only age 


WHEN (Song Roll) . ; 

WHEN BLOSSOMS COME. Accompaniment only. 
Key D . 

WHEN GOOD FELLOWS GET TOGETHER. 
G Major. Accompaniment only 


WHEN GOOD FELLOWS GET TOGETHER. A- vie 
Accompaniment only 


WHEN I’M WITH YOU (Song Roll) : 

WHEN THE ROLL IS CALLED UP YONDER. 
Hymn. (Song Roll) . 

WHEN THE SUN GOES DOWN oe Roll) . 


WHEN YOU AND I WERE YOUNG, MAGGIE. 
(Song Roll) 


WHEN YOU'RE AWAY. Pome The Only Girl” 


WHERE DAWN AND SUNSET MEET. 
WHERE DROWSY WATERS STEAL (Song Roll) 


WHERE MY CARAVAN HAS RESTED (Song Roll) 


WHERE MY CARAVAN HAS RESTED. From 
“Romany Songs’. Low Voice in E-flat. Accom- 
paniment only 


WHERE THE RIVER SHANNON FLOWS Song 
Roll) : 


WHILE THE PIPES PLAYED 
WHISPERING HOPE (Song Roll) 
WHISPERING WIND, THE . 
WHISTLER AND HIS DOG, THE 


WHITE BIRCHES. From ‘‘The New Hampshire 


Woods,’ Or. 12, No. 1 
WHITE PEACOCK, THE, Op. 7, No. 1 


WHITHER (Wohin). Soprano or Tenor in G. eh 
paniment only yal 


WIDMUNG (Dedication. Op. 25, No. 1 


WIDMUNG Siena ecu nee Franz 
Liszt , 


WILL O’ THE WISP 
WILL O’ THE WISP (Etude d’Exécution, No. ‘ 


WILL THERE BE ANY STARS IN MY CROWN? 
(Song Roll) 


WILL YOU LOVE ME IN DECEMBER AS YOU DO 
IN MAY? (Song Roll) 


WILLIAM TELL OVERTURE 


ComposER 


WILSON 


SAINT-SAENS 


WAGNER 


MENDELSSOHN-LiszT 


Ganz 
HeENSELT 


Bau 


GANz 


BENHAM 
GREY 
BuLLARD 


BuLLARD 


Rosinson 


Brack 


PENN 
BuTTERFIELD 
HERBERT 
LIzURANCE 


Lour 


Lour 


RussELu . 
HENRY 
HAWTHORNE . 
WOLLENHAUPT 


Pryor 


BavER 


GRIFFES 


SCHUBERT 


ScHUMANN 


ScHUMANN 
Spross 


Liszt 
SAVENEY 


Bau 


Rossini . 


1a 


PLAYED BY 


Henri Bergman 


Alfred Cortot 


Robert Summers 


W. Bachaus 
Rudolph Ganz 
. Ellen Ballon 


Henri Bergman 


Rudolph Ganz 
. Robert Armbruster 


Frank H. Grey 
. Robert Armbruster 


. Robert Armbruster 
Herbert Jones 


. Dion W. Kennedy 
Arthur A. Penn 


Phil Ohman 
Victor Herbert 


. Lhurlow Lieurance 


Felix Arndt 


Frank LaForge 


Herbert Jones 
Harold Henry 
Robert Summers 
Genevieve Pitot 


Henri Bergman 


John Powell 
. Charles T. Griffes 


Coenraad V. Bos 
. Wilhelm Bachaus 


Arthur Shattuck 
Chas. Gilbert Spross 


Ferruccio Busonz 
Dion W. Kennedy 


. Robert Armbruster 
Erno Rapee 


Rott No. 
67796 


11049 
66437 


7010-4 
5653-3 

65339 
102755 


12388-S 
102295 


12305-S 


12325-S 


12335-S 
101735 


102345 
102505 


100995 

57667 
102988 
100295 


11118 


101485 
70367 
101625 
69147 
70876 


67339 
64930 


11288-S 
6958-3 


60279 
SISA 
5686-6 


102605 


102935 
6232-3 


Pricr 


1.50 


22) 
iS 


3.00 
PGES 
DMS 
ib 25: 


2.00 
LS) 


IAS 


IL 25) 


25 
NAS 


1325 
125 


Ves 
UTS) 
2.00 
IAS 


2.00 


ELS) 
1.75 
HD) 
Las 
SiO 


WSs 
2.50 


2.00 
IIE fo 


DE 
LJ 
3.50 


E25 


1.25 
LIS 


DUO-ART PIANO MUSIC 


TITLE 

WIND, THE, Op. 15, No. 2 

WITCHES’ DANCE, Op. 17, No. 2 

WITCHES’ DANCE, Op. 17, No. 2 

WITCHES’ DANCE, Op. 17, No. 2 : 

WITH VERDURE CLAD ee B- oe Accompani: 

ment only 

WI-UM and LULLABY (Suen as An Aner s Tear). 
Medium Voice. Key G. Accompaniment only 

WOHIN CWhither). Key G 

WOODLAND CHIMES . 

WOODLAND SKETCHES, Op. 51, No. 1. To a Wild 
Rose 

WOODLAND SKETCHES, Or. s1, No. MG To a Wild 
Rose 

WOODLAND SKETCHES, Op. $1, No. st Raa an 
Indian Lodge 

WOODLAND SKETCHES, Or. 513 Not 6. fy Ae 
Lily 

WOODLAND SKETCHES, Or. ooh Ne! 6. Towers 
Lily; Will 0’ the Wisp (No. 2) : 

WOODLAND SKETCHES, Op. 51, No. 7. From Uncle 
Remus . 

WORLD IS WAITING FOR THE SUNRISE, THE 
(Song Roll) er es ee 


YALE SONGS: Bingo; Down the Field—March; Bull 
Dog (Oh, the Bull Dog); Serenade; Rosalie; In- 
teger Vitae; Bingo Eli Yale; Boola; speed 
Harvard (Song Roll) a 

YE PEOPLE, REND YOUR HEARTS. Recitative. 
Key F; IF WITH ALL YOUR HEARTS. Aria, E- 
flat, from the Oratorio » Elijahan Accompani- 
ment only ees 


YE SWEET RETREAT : : 
YE WHO HAVE YEARNED ALONE, Op. 6 Go 
prano, D-flat) oh” 

YEAR’S AT THE SPRING, THE, Op. 44, No. 1 ie 
zo-Soprano). Accompaniment only. B-flat . 
YELLOW JONQUILS (Danse 4 la Gavotte) . 
YESTERDAY AND TODAY Se lie aaa 

Accompaniment only , 
YOUR EYES HAVE TOLD ME SO Coe Roll) 
YOUR TINY HAND IS FROZEN (Rudolph’s Song, 
‘La Boheme’) D-flat. Accompaniment only 


YOU’RE JUST A FLOWER FROM AN OLD BOU- 
QUET (Song Roll) oy hae: 


CoMPOSER 


ALKAN 
MacDowELL . 
MacDoweELt . 


MacDowELt . 


Haypn 


LIEURANCE 
ScHUBERT-LiSzT 


SMITH 


MacDowELt . 


MacDoweELt . 


MacDowELt . 


MacDoweELt . 


MacDoweE Lt . 


MacDoweELt . 


SEITZ 


Y 


MENDELSSOHN 


BAUER 
TCHAIKOVSKY 


BEAcH 


JOHANNING 


SpPRoss 


BLavuruss 
Puccini . 


DENNI 


Z 


ZANZIBAR BOAT SONG (Piano Solo) GRAINGER 
ZIGEUNERWEISEN, Op. 20 (Gypsy mais: Accom- 
paniment for Violin . . SARASATE 
-{ 480 } 


PLAYED BY 


Harold Bauer 
John Powell 
Teresa Carreno 


Guiomar Novaes 
Elva Faeth Rider 


Thurlow Lieurance 
Marie Carreras 


Irene Di Giovanni 
George McManus 
Herman Fleer 
Victor Wittgenstein 
Lester Donahue 
Reuben Davies 
Paquita Madriguera 


Henri Bergman 


Marshall Bartholomew 


. Robert Armbruster 
Harold Bauer 


Daisy Hofmann 


. Robert Armbruster 
Julius Schendel 


Chas. Gilbert Spross 
. Robert Armbruster 


Frank LaForge 


Lillian Seller 


Percy Grainger 


Andre Benoist 


12367-S 


11478 
6836-3 
65358 


60846 


S-30626 


57307 


58798 


63350 


58187 


101555 


102688 


12528-S 
6837-4 


12506-S . 


10786-S 
66506 


10438-S 
102815 


11528 


102265 


6824-3 


12429 


5 


125 


2.00 


2.00 
3.00 


1.50 


1.50 
50 


2.00 
£25 


2.00 


1.25 


2.75 


2.25 


DTM MTT TTT TTT TTT sO SIT SE aS 


“DUO -ART PIANO MUSIC 


Additional Record-Rolls Issued Since the 
First Edition of This Book Was Published 


Ae 
il 


Lin _ BOT 


Seneca oeeere eee eerercrreer i 


ISAAC ALBENIZ 
TiTLz | PLAYED BY Rott No. Pricz 
UNDER THE PALMS (Spanish Dance), Op. 232, No. 3 : 3 ; AtrreD Cortot 71020 2.50 
ANTON STEPANOVICH ARENSKY 
ETUDE in F-sharp, Op. 36, No. 13. , : : é ‘ .  Grrra Grapdova 71520 2.50 


ROBERT ARMBRUSTER 
HIGH BARBAREE, THE (Arranged from a Sailors’ Chantey) 


Song Roll . ; 5 Rosert ArmsrusTER 103216 1.50 

PLAY ME ANOTHER (Medley No. > Arr. by more Pere usrae : : , - 71436 ~=—-:1.50 

PLAY ME ANOTHER (Medley No. 2) Arr. by Ropert ARMBRUSTER ; ; Pet OSGgrered..50 
WILLIAM AXT AND ERNO RAPEE 

TODDLING (Novelette) . : : ! : 3 Ropert ARMBRUSTER 71577 75 


JOHANN SEBASTIAN BACH 
ORGAN FANTASIA AND FUGUE IN G MINOR— 


Part I, The Fantasia. Transcription by Liszt ; . Perrcy Gratncer 7161-4 3.00 
Part II, The Fugue. Transcription by Liszt . : . Percy GraIncer 71740 2.50 
ERNEST R. BALL 
DEAR LITTLE BOY OF MINE. Song Roll : : . Henri Bercman 103545 1.25 
BERNARD BARNES 
VALSE PRIMROSE . : : : : : : : : . Francesco Lonco 71347 15 
HOMER NEWTON BARTLETT 
LE CREPUSCULE (Twilight), Op. 30 : : : : Destper Vecser 71658 2.00 
LUDWIG VAN BEETHOVEN 
ANDANTE AND VARIATIONS, From String Sires Op. 18, No. 5 . Harotp Baver 7106-4 3.00 
ANDANTE IN F (‘Andante Favori’’) : ; , Wanpa Lanpowska 71350 2.50 
I LOVE THEE. Accompaniment Roll, Medium Ones iE . Frank LaForce 13088-S 2.00 
SONATA IN E-FLAT,Op.7_. : : Harotp Bavser 
First Movement: Allegro. ; . ? ! f 71750 2.50 
Second Movement: Largo . : , ; . E ; 71760 2.50 
Third Movement: Rondo . ' ' : : : : TLTIOs) 9250 
SONATA IN D MAJOR, Op. 28, ‘‘Pastoral’”’ .. : . IGnaz FrrepMaN 
First Movement: Allegro. : 7099-4 3.00 
Second Movement: Andante; Third Movenene Seu cea . 7100-4 3.00 
Fourth Movement: Rondo . , ; ; : 710102 2-50 
SONATA IN C MAJOR, Op. 53, ‘‘Waldstein”’ . ‘ Joun PowsLi 
Second Movement: Molto Adagio; and Third Mevemene: Rondo . 7123-4 «3.00 
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DUO-ART PIANO MUSIC 
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SONATA IN E MAJOR, Op. 109 : , : .  AxFreD CortToT 
First Movement: Vivace; Adagio eupressivo 
Second Movement: Prestissimo : 
Third Movement: Andante and Variations : ; : 
SYMPHONY, NO. 3, IN E-FLAT, Op. 55, “‘Eroica” . : ; Freperic LAMOND 
First Movement: Allegro con brio—Part I 
First Movement: Allegro con brio—Part II . 
Second Movement: Funeral March (Adagio assai) 
Third Movement: Scherzo (Allegro vivace) . 
Fourth Movement: Finale (Allegro molto) . 


JACOB BELLIN 
JEWISH NATIONAL HYMN—“‘Hatikvoh” CHope) . : ; 2 Jacos BELLIn 


VINCENZO BELLINI 
“LA SONNAMBULA”’ FANTASIA. Transcription by Leybach . Rosert ARMBRUSTER 


RODOLPHE BERGER 
DANS LES FLEURS. Valse Lente ; 4 é ‘ 5 A ConsTANCE MERING 


ZAY RECTOR BEVITT 


Playing Piano by Harmony Diagrams, Roll No. 1 ; : . Artuur D. Ductos 
Playing Piano by Harmony Diagrams, Roll No. 2 : : : Artuur D. Ductos 


GEORGES BIZET 


““CARMEN’’—Excerpts from Act I: Overture; Chorus of Street 
Boys; Habanera; Duet, pe and Micaela; Seguidilla; 
Finale 5 : : ‘ A 5 Rospert ARMBRUSTER 


RUBE BLOOM 


SOLILOOU SS. ; : : : : : : é : ; Ruse Broom 
KARL BOHM 
SPINNING SONG, Op. 302, No.1. ; ‘ é : : DestDER VECSEI 


ZEPHYR ET LES FLEURS ‘ ; F : : é ; : DrsIDER VECSEI 


EDWARD BOLDINI 
ONCE UPON A TIME . ; F : s 3 , p . Francesco Lonco 


JOHANNES BRAHMS 


VALSE IN A, Op. 39. Transcription by Hochstein. Violin 
Accompaniment. (With Chopin's Valse in G) : : : ANpDRE BENOIST 


JOHN W. BRATTON 
TEDDY BEAR’S PICNIC 2 : : : : : ; - Henri BERGMAN 


MARY HELEN BROWN 


GOD TOUCHED THE ROSE. lak agemn: for Medium 
Voice, in E-flat : 5 ; ; ; : Mary Heten Brown 


HENRY T. BURLEIGH 


NOBODY KNOWS THE TROUBLE I’VE SEEN. 
Accompaniment for Medium Voice. ‘ : : Rosert ARMBRUSTER 


EDUARDO DI CAPUA 
MARI MARI (With Pestalozza’s ‘‘Ciribiribin’’) Song Roll ‘ Rosert ARMBRUSTER 
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7109-4 
7110-4 


5310 
5320 
5330 
5340 
5350 


S-71508 


71139 


71407 


9098 


9108 


71810 


71477 


71968 
71338 


S-31738 


13189 


71987 


13046-S 


13056-S 


103535 


2.00 
ee). 
ey ey 
2.00 
2.00 
2.50 
1 fe) 


2.00 | 
2.00 


2.00 


22> 


1.75 
1.50 


1.50 


1525 


COMPOSERS LIST 
ABRAM CHASINS 
FLIRTATION IN A CHINESE GARDEN | 
RUSH HOUR IN HONG-KONG 
A SHANGHAI TRAGEDY 


FREDERIC FRANCOIS CHOPIN 
ETUDE IN C-SHARP MINOR, Op. 25, No. 7 
ETUDE IN C MINOR (Arpeggios), Op. 25, No. 12 
NOCTURNE IN F MINOR, Op. 55, No. 1 
POLONAISE IN C MINOR, Op. 40, No. 2. 
SCHERZO IN C-SHARP MINOR, Op. 39 . 
VALSE IN G MAJOR, Op. 70, No. 1. Violin Accompaniment. 
Transcription by Spalding . 
VALSE IN D-FLAT, Op. 70, No. 3. Alternatins Roll . 


FRED COLBER 
HONEYMOON SUITE. Part I 
NOVELETTE . 
PACIFIC SUITE, No. 5 


ZEZ CONFREY 
THREE LITTLE ODDITIES—1. sPErOM ets 2. Novelette; 
3. Romanza 


MARIAN CORYELL 
PIG ‘N WHISTLE; and PUSS ’N BOOTS 


HART PEASE DANKS 
NO NIGHT THERE. Song Roll 


CLAUDE ACHILLE DEBUSSY 
REFLETS DANS L’EAU (images, No. 1) 
(Reflections in the Water) . 


FREDERICK DELIUS 
NORTH COUNTRY SKETCHES— 
1. Autumn—the Wind Soughs in the Trees . 
2. Winter Landscape; and 3. Dance 
4. The March of Spring—Woodlands, 
Meadows and Silent Moors 


LUCIEN DENNI 
FORGOTTEN PERFUMES. Song Roll 


WALTER DONALDSON 
IF YOU SEE SALLY. Song Roll 


ANTONIN DVORAK 
SLAVIC DANCE, Op. 46, No. 6. Piano Duet Accompaniment. 
Primo Part : é : ; A : 


LOUIS ELBEL 
COQUETTE WITH A FAN. 
COQUETTE WITH A SERIOUS LOVER . 


ZO ELLIOTT 
LONG, LONG TRAIL. Song Roll 


H. ENGELMANN 
MELODY OF LOVE 


Spite 


ABRAM CHASINS 


ABRAM CHASINS 


Haroxtp Bauer 
ALFRED CorTOT 
JosEF Hormann 
Harortp BavzEr 


Icnace J. PADEREWSKI 


ANDRE BENOIST 
Anis FULEIHAN 


Frep CoLBER 
Frep CoLBER 
Frep CoLBER 


LEONARD GRINNELL 


Marian CoryveEbh 


Henri BERGMAN 


Icnace J. PAaDEREWSKI 


Percy GRAINGER AND Ratpuo LEoporp 


Lucien DENNI 


Frank MILNE 


Harortp Bauer 


Louis Eben 
Louis Exrset 


Zo Exxiotr 


Frank MILNE 
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RUDOLF FRIML 
LOVE EVERLASTING. Song Roll. ; , : i Rosert ARMBRUSTER 103325 
TWILIGHT ; : : : : . Mary Lee Reap S-31598 
VALSE LUCILLE, Op. 85, No. 1 ; : : : : : ; Puitie Gordon 71958 
ADAM GEIBEL 
KENTUCKY BABE. Song Roll . ‘ ' : ; ; , : Frank Mitne 103345 
GEORGE GERSHWIN 
MAYBE. From ‘‘Oh, Kay!’’ Song Roll : ; : 5 : . Pui Oxnman 103255 
RHAPSODY IN BLUE. PartI . i é ‘ Grorce GERsHWIN 70947 
SOMEONE TO WATCH OVER ME. Frome ‘Oh, Kay!” Song Roll . . Putt Onman 103205 
ERNEST GILLET 
BABILLAGE (Babbling) . ; : ; : d 3 é Rosert ARMBRUSTER 71318 
BENJAMIN GODARD 
BERCEUSE. From ‘‘Jocelyn”  . : : RupoitpH Ganz 7098-3 
BALLET DES PAPILLONS, Op. 69 (The Butterflies’ Dae) Guiomar Novags 71870 
INTRODUCTION AND ALLEGRO, Op. 49. Se ae 
Roll. First Piano Part : : ; : .  Joun THompson 70939 
PENSEE INTERMEZZO, Op. 83 ; : ; : Destper VecsEI 71298 
LEOPOLD GODOWSKY 
OLD VIENNA . 3 5 : : : Lawrence GoopMan_ 71178 
EDWIN FRANKO GOLDMAN 
ON THE MALL. March . : : ; ' , : ; Leita aNnD AppiIson 71497 
WESTALL GORDON 
THE FAR-AWAY BELLS. Song Roll : : 5 ‘ : Rosert ARMBRUSTER 103295 
NO ONE KNOWS. Song Roll. , I : : : : : . Pain Ouman 103425 
CHARLES FRANCOIS GOUNOD 
TFAUST == 
Selections from Act II: Kermesse; Valentin’s Farewell; 
The Calf of Gold; Chorale of the Swords; Waltzes ‘ Rosert ARMBRUSTER 71189 
Selections from Act III: Flower Song; Cavatina; The King 
of Thule; Jewel Song; Duet (Marguerite and Faust) . Rosert ARMBRUSTER 71259 
Selections from Acts IV and V: Soldiers’ Chorus; 
Mephistopheles’ Serenade; Prison Scene Trio : ; Rosert ARMBRUSTER 71329 
JOE GREEN 
DAWN OF TOMORROW. Song Roll ‘ ‘ . GENEVIEVE Prrot 103585 
GREEN, SILVER AND RICHMAN 
C’EST VOUS. Song Roll. : : : ; : : ; 2 Frank Mitne 103385 
LOUIS GREGH 
THE HAPPY BUTTERFLIES . ; ; ; : : . . Genevieve Pitot 71667 
FRANK H. GREY 
LITTLE BLUEBIRD OF MY HEART. Song Roll : ' . Frank H. Grey 103355 
FRANZ GRUBER 
SILENT NIGHT, HOLY NIGHT. Song Roll _ . ‘ ; : . Henri Bercman 103565 
ALFRED GRUENFELD 
ROMANCE, Op. 45, No. 1 ian, & : : : : : GutomAr Novags 7122-3 
ROMANCE, Op. 45, No. 1 ‘ 5 ; ‘ F ; : : Puitie GorDOoN 71848 
DAVID W. GUION 
TURKEY IN THE STRAW : : : : ’ : : F JouN Powett 71160 
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BERNARD HAMBLEN 
YOU. Accompaniment for Low Voice, in C . ‘ ; ; BERNARD HaMBLEN 


GEORGE FRIDERIC HANDEL 
HE SHALL FEED HIS FLOCK. From ‘‘The Messiah’’. 


Song Roll : ‘ ‘ Ropert ARMBRUSTER 
FRANZ JOSEF HAYDN 
“MILITARY’’ SYMPHONY—Third Movement: Minuet. Ossie GABRILOWITSCH 
MY MOTHER BIDS ME BIND MY HAIR. Song Pero iipaniment, 
in A Major : : ; . CorenraAaD V. Bos 
*“SURPRISE’’ SYMPHONY—Second Soren: anges : : Water DamroscH 


HERMAN S. HELLER 
WITH FLAGS ALOFT (Spirit of West Point) March, with Words LreitH AND ADDISON 


RAY HENDERSON 


JUST A MEMORY. Song Roll . : : Rosert ARMBRUSTER 
VICTOR HERBERT 

“MLLE. MODISTE’’ SELECTIONS . ' : : : : Rospert ARMBRUSTER 

“SWEETHEARTS” SELECTIONS J : . ; : 4 Rosert ARMBRUSTER 
ABE HOLZMANN 

THE WHIP. March . ; : . : : : : : . Frank MILNE 


SIDNEY HOMER 
A BANJO SONG, Op. 22, No. 4. Accompaniment for 


Low Voice, in A : ; Rosert ARMBRUSTER 
REQUIEM (From Stevenson's euinderwcods: DY, Op. 15, No. 2. 
Accompaniment for Low Voice, in G-flat_. ; .  Franx LaForce 
JACQUES IBERT 
THE LITTLE WHITE DONKEY. ‘‘Histoires,’’ No. 2 é : . Gutomar Novags 
MAURICE JACQUET 
LOVE-WALTZ, From ‘‘The Love of Sunya’’. Song Roll : : Maurice JACQUET 
| KAHAL, FAIN, SILVER AND RICHMAN 
“RAGS.” Song Roll . ; ; : ; : : : : . Gene WaLpRON 
ALBERT W. KETELBEY 
IN A MONASTERY GARDEN ; : ; : % : Ropert ARMBRUSTER 
THOMAS KOSCHAT 
FORSAKEN. Song Roll. : ; : : : : : . Henri BERGMAN 
FRITZ KREISLER 
THE OLD REFRAIN. Violin Accompaniment . : : : ANDRE BEnoIsT 
ERNEST RICHARD KROEGER 
EGERIA, Op. 35 : : ‘ : : : ; : : . Henri BERGMAN 
FRANK LA FORGE 
HILLS. Accompaniment for Soprano, in E Minor : : . Frank LaForce 
EASTWOOD LANE 
A GRINGO TANGO. No. 3 of ‘‘Five American Dances”. : . Daisy HorrmMan 


HELEN S. LEAVITT 
CHARACTERISTICS IN MUSIC. Roll No. 1—‘‘Dixie”’ in the 
styles of Bach, Wagner, Beethoven, Bizet, and Ue ait 
Strauss : : : ‘ ; , Heten S. Leavitt 
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ERNESTO LECUONA 


ANDAR-DANZA (Go Ahead). Song Roll . : ; . Ernesto Lecuona 
DANZA LUCURNI . : é : ; ; : ‘ . Ernesto Lecuona 
FUNERAL. Song Roll , : ; : ; . Ernesto Lecuona 
NOCHE AZUL (Blue Night). Song Roll : . Ernesto Lecuona 
PRINCESA DE ABRIL (April Princess). Song Roll. : . Ernesto Lecuona 
SI TU SUPIERAS (If You Only Knew) Song Roll : ; Ernesto Lrecuona 


IGNACE LEYBACH 
“LA SONNAMBULA” FANTASIA, oR 27. On Themes by 


Vincenzo Bellini : : : ; : Rosert ARMBRUSTER 


LEONARD LIEBLING 


ROMANCE, Op.1 . ; : : : : ; : ‘ DestDER VECSEI 
FRANZ LISZT 
BY THE SEA (Am Meer). Transcription from Schubert : ee DesIDER VECSEI 
THE LORELEY : : : Rupotpa Ganz 
ORGAN FANTASIA AND FUGUE IN G ‘MINOR— 
Part I, The Fantasia. Transcription from Bach : . Percy GraINGER 
Part II, The Fugue. Transcription from Bach : : . Percy GRAINGER 
“RIGOLETTO”’ PARAPHRASE. Transcription from Verdi . ‘ SHURA CHERKASSKY 
GUSTAV LUDERS 
‘PRINCE OF PILSEN”’ Selections. : : . f Rosert ARMBRUSTER 
EDWARD ALEXANDER MACDOWELL 
HUNGARIAN, Op. 39, No. 12 . ' : ‘ : ; ie Joun PowELL 
TO THE SEA, Op. 55).No. 10 : : : ; ‘ ‘ Mrs. W. J. Morrison 
GABRIEL MARIE 
SERENADE BADINE ; , : : : : : , Rosert ARMBRUSTER 
EASTHOPE MARTIN 
COME TO THE FAIR. Accompaniment for Baritone ‘ : Rospert ARMBRUSTER 
ANGELO MASCHERONI 
FOR ALL ETERNITY. Song Roll. : é : : ; Rosert ARMBRUSTER 
FELIX MENDELSSOHN-BARTHOLDY 
ON WINGS OF SONG. Violin Accompaniment . : , , Anpre BENOIST 
SONGS WITHOUT WORDS. No. 44 ‘‘Retrospection’’, Op. 102, No. 
2; and No. 10 ‘‘The Estray’’, Op. 30, No. 4. : : .  Erset LEGInsKA 


THOMAS MOORE 
BELIEVE ME IF ALL THOSE ENDEARING YOUNG CHARMS 


(Characteristics in Music) . : : F ; ; 3 Heren Leavitt 
MORITZ MOSZKOWSKI 
ROMANCE, Op. 42, No. 1 , : : : A : F . , Harorp BAvER 
SCHERZO VALSE . : ; s : ‘ : : : Nap1a REISENBERG 
WOLFGANG AMADEUS MOZART 
ALLELUJAH! Accompaniment for High Voice, in F . : : . CornraaD V. Bos 
**‘THE MAGIC FLUTE’? OVERTURE : : ; : . Ganz anp HutTcHEson 
ETHELBERT NEVIN 
THE ROSARY. Song Roll . : : : ; : . Cornraap V. Bos 


THE ROSARY. Piano Transcription . : ; : : ; : Frep CoLBER 
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ARTHUR A. PENN 
CARISSIMA. Song Roll. ‘ : : : : ; . ArtHur A. PENN 
JOHN CHRISTOPHER PEPUSCH 
“THE BEGGAR’S OPERA’’ SELECTIONS : i ; : Ropert ARMBRUSTER 
A. PESTALOZZA 
CIRIBIRIBIN (With di Capua’s ‘Mari Mari’’). Song Roll . ; Rosert ARMBRUSTER 
PICKHERT 
MELODY FOR LEFT HAND (With Sinding’s ‘‘Serenade’’) : . Hucs Hopeson 
GIACOMO PUCCINI 
“LA BOHEME’’— 
Excerpts from Act I: Prelude; Rodolphe’s Aria; Mimi’s 
Aria; Love Duet ; ; . Maurice JacQuet 
Excerpts from Act II: Deedes Chitisimas is OTE Sia 
Entrance of Rodolphe and Mimi; Musette’s Waltz Song; 
Finale : : : : : : : . Maurice JAcQuet 
SERGEI RACHMANINOFF 
HUMORESQUE, Op. 10, No. 5 3 : ; : F , LAwrRENCE GOODMAN 
ERNO RAPEE and WILLIAM AXT 
TODDLING. Novelette . d : , : : ; Rosert ARMBRUSTER 


MAURICE RAVEL 


MA MERE L’OYE (Mother Goose)— 
No. 4, Beauty and the Beast; and No. 3, 
Laideronnette, Empress of the Statuettes : Potty AND WALTER DaAmRoscH 


WILLIAM REDDICK 
NEGRO SPIRITUALS: Standin’ in de Need o’ Prayer; Wait ‘Till 


Ah Put on My Crown. Accompaniment for Medium Voice WituiamM Reppick 
HUGO RIESENFELD 
OLD IRONSIDES. March, with Words : ; . ; : : Frank MILNE 
J. C. RODENBECK 
TO YOU. Accompaniment for Soprano, in C : Exva Fast Riper 
SIGMUND ROMBERG 
ONE ALONE. From ‘‘The Desert Song’’. Song Roll. ; : Rosert ARMBRUSTER 
GEORGE ROSEY 
ESPANITA WALTZES . ‘ : ; ; ; . Genevieve Pitot 
JAMES N. SANFORD 
MEDITATION ; : : ; eee : ; : James N. SaNrorD 
DOMENICO SCARLATTI 
SONATA IN D MINOR . : 2 : é ; : . IRENE SCHARRER 
. FRANZ SCHUBERT 
BY THE SEA (Am Meer). Transcription by Liszt | 1 ' : DestpER VECSEI 
IMPROMPTU IN G-FLAT, Op. 90, No. 3 . < ; Ernest HutcHEsoN 
MARCHE HEROIQUE, Op. 40, No. 3 (For Four Hand) Icnaz FRIEDMAN 
MARCHE HEROIQUE, Op. 40, No. 3 (Piano Duet, Primo Part). .  Icnaz FrieEDMAN 


EDUARD SCHUETT 
PIERROT REVEUR, Op. 48, No. 5 (From ‘‘Carnaval Mignon’) LawRENCE GOODMAN 


-| 487 F- 


COMPOSERS LIST 


103395 


71859 


103535 


71368 


71800 


11939 


S-31618 


LST H 


7189-4 


13118-S 


713403 


13126-S 


103245 


71458 


S-31608 


70919 


71449 
7089-3 
7090-4 
71690 


71210 


IBS 


i25 


2.00 


3.00 


2.00 


2.00 


2.00 


DUO-ART PIANO MUSIC 


LUDVIG SCHYTTE 
FOREST ELVES, Op. 70, No. 5 . : : : ; ; JoseF Hormann 
JOHN PRINDLE SCOTT 
THE WIND'S IN THE SOUTH. Accompaniment for Medium Voice, 


in D-flat . : . Frank LaForce 
THE WIND’S IN THE SOUTH. Accompaniment for High Woiees 
in E-flat . : : : : : JouN PrinDLE ScoTT 
CHRISTIAN SINDING 
SERENADE. (With Pickhert’s ‘‘Melody for Left Hand’’) . .  Hucu Hopeson 
CONSTANTIN STERNBERG 
CAPRICE HIPPIQUE : ‘ ‘ ; : : ; : Epita PENGUILLEY 
LESLIE STUART 
THE BANDOLERO. Accompaniment for Low Voice, in B-flat : . Frank LaForce 
SIR ARTHUR SEYMOUR SULLIVAN 
“PIRATES OF PENZANCE” SELECTIONS ; A : Rosert ARMBRUSTER 
H. J. TANDLER 
WHEN TWILIGHT COMES. Song Roll. 3 . Pxit OumMan 
PETER ILICH TCHAIKOVSKY 
ANDANTE CANTABILE. Violin Accompaniment ; ANDRE BENoIstT 
BARCAROLLE (June), Op. 37A, No. 6 ; : ) Navia REISENBERG 
CHANT SANS PAROLES, Op. 2, No.3. : : . : SHURA CHERKASSKY 
HUMORESQUE, Op. 10, No. 2 : ; .. Joszer Hormann 
GIUSEPPE VERDI 
“RIGOLETTO” PARAPHRASE. Transcription by Liszt SHURA CHERKASSKY 


ANTONIO VIVALDI 


LE BERGER SOMMEILLE. Largo from Descriptive Concerto ‘‘Le 
Printemps’’. Violin Accompaniment. Transcription by 


Pente : 2 : ; ; ; . : 5 Rosert ARMBRUSTER 
J. F. WAGNER 
UNDER THE DOUBLE EAGLE. March . : : ; ; LertH AND ADDISON 
RICHARD WAGNER 
*“LOHENGRIN’’— 

Excerpts from Act I: Prelude; Elsa’s Dream . ; ; Raten LEeopotp 

Excerpts from Act I (Part 2): Elsa’s Promise to Lohengrin; 

The King’s Prayer; Quintette; Finale . : : : Rateux Leopotp 
‘TANNHAUSER’’—Act I, Bacchanale 5 ! : . : - Ratpn Leorotp 
“TRISTAN AND ISOLDE’’— 

Excerpts from Act II: Prelude; and First Scene ; : Ratren Leopoip 

Excerpts from Act II: Love Duet; and Brangaena’s Wanuee Ratpx Leopoip 

Excerpts from Act III: Prelude; Scene Between Tristan and 

Kurynael; Isolde’s Liebestod . ; : : , : Ratren Lzeoporp 
ALVIN WIGGERS 
ECSTASY . : : : : ; : : 2 ‘ i LAawRENCE GOODMAN 
GRENVILLE DEAN WILSON 
THE SHEPHERD BOY, Op. 4 . : : : , FLorence BENNETT 
HERMAN ADOLF WOLLENHAUPT 
THE BROOK. Valse Etude, Op. 25. : ; ‘ ; : Constance MERING 
HAYDN WOOD 
A BROWN BIRD SINGING. Song Roll. ; ‘ ; q Rosert ARMBRUSTER 
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Additional Duo-Art Records by Ignace J. Paderewski 


(See also Pages 110-117) 


REFLETS DANS L’EAU (Images, No. 1) (Reflections in the Water) 
Claude Achille Debussy 7186-6 3.50 


Is the wonderful performance here flawlessly reproduced, Mr. Paderewski again reveals that piano 
wizardry which long ago established his supreme mastership and evokes all the magical beauty and 
enchantment of one of the most wonderful of modern piano pieces. 

Debussy delighted in conjuring up tonal visions ‘‘the beauty of which seems to have been 
miraculously recovered from the golden ages of the world.”’ This piece, with its original and highly 
individualistic melodic line, its novel harmonic progressions, its shifting rhythm and the vividness 
of its suggestion (despite an initial impression of vagueness of tonality), this is one of the piano 
Pieces most thoroughly representative of his style and method. For it was characteristic of this arch- 

- Magician among French composers, this visionary and mystic, that he should transmute into a subtle 
image of tone such a familiar phase of the picturesque as reflections in still water stirred anon by a 
passing puff of wind, and make it the first in a set of piano pieces called ‘‘Pictures.’’ No one but 
Debussy could have conceived and accomplished this particular kind of tonal magic. 


SCHERZO IN C-SHARP MINOR, Op. 39 : . Frederic Francois Chopin 7160-6 3.50 


_ Scherzo was invented (or, rather, developed from the Minuet) by Beethoven, who filled the 
form with a robust sort of humor. Chopin appropriated the title for a new type of musical structure 

’ of his own devising, which he filled with “‘most disturbing and incomparable music.’’ His Third 
Scherzo, this Opus 39, in C-sharp Minor, is assuredly one of his greatest masterpieces. Huneker calls 
it the most dramatic of the set, and continues: 

“There is virile clangor in the firmly struck octaves of the opening pages. No hesitating, morbid 
view of life, but rank, harsh assertiveness, not untinged with splenetic anger. The chorale of the trio 
is admirably devised and carried out. Its piety is a bit of liturgical make-believe. The contrasts here 
ate most artistic—sonorous harmonies set off by broken chords that deliciously tinkle. There is a coda 
of frenetic movement and the end is in major, a surprising conclusion when considering all that has 
gone before. Never to become the property of the profane, the C-sharp Minor Scherzo, notwith- 
standing its marked asperities and agitated moments, is a great work of art.”’ 

Mr. Paderewski’s recorded interpretation is superb in virility and power, in dramatic intensity, 
and in attistic finish. 


Additional Duo-Art Records by Josef Hofmann 


(See also Pages 119-128) 


PORPeeeree ys, Op. 70,No.5  . . |. . .  . Ludvig Schytte 71630 2.50 


As light and shimmering-bright and dainty and delicate as the Elfin Troop it pictures is this ex- 
quisitely graceful and charming little piece, in which are beautifully exemplified the imaginative and 
poetic originality, the fluency of musical ideas, the sure intuition of sonorities, the knowledge and 
skill in writing for the piano that distinguished the eminent Danish composer Ludvig Schytte 
(1848-1909). He was a pupil of Liszt in both piano playing and composition, and his piano pieces 
show his keen appreciation of the instrument. In the tripping and tricksy measures of this one, as in 
Mary Byron’s pretty little poem— ; 
On gossamer nights when the moon is low, 
And stars in the mist are hiding, 
Over the hill where the foxgloves grow 
You may see the fairies riding. 
Kling! Klang! Kling! 
Their stirrups and their bridles ring, 
And their horns are loud and their bugles blow, 
When the moon is low. 


Josef Hofmann has played this bit of fairy music exquisitely, poetically, enchantingly. 


Pee oOUE, Op.10,No.2 ... . +. Peter Ilich Tchatkovsky - 7115-5 3.25 


lee piece is based on, and in patt consists of a French popular song which the composer heard for 
the first time at Nice in 1872, and which made a strong appeal to his fancy. This popular melody is 
most adroitly and cleverly treated and developed, with odd quips, unexpected turns and phrasing, 
sudden alterations of rhythm and tempo, and such touches of fancy and playfulness as befit a musical 
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Joser HormaNnN—continued 


expression of an avowedly humorous conception. Among Tchaikovsky's lighter piano pieces, this 
Humoresque has long been held in high favor. Mr. Hofmann has here interpreted it with a keen relish 
of its humor as well as with that sheer magic of pianistic mastery for which he is famous. 


NOCTURNE IN F MINOR, Op. 55, No. 1 . Frederic Francois Chopin 7108-4 3.00 


i OSEF HOFMANN has here recorded an exquisite and beauty-revealing interpretation of one of Chopin's 
Nocturnes that is seldom heard in the concert room. Kullak thought its chief subject gloomy and mel- 
ancholy, but Niecks refers to its ‘‘tearladen sweetness.’’ Said Kullak: ‘‘We may be permitted to 
imagine a wanderer, who goes his way solitary and sad, after taking leave of his beloved home and 
all his dear ones.’’ The second section is ‘‘march-like in character, as if the wanderer had resolved 
henceforth to go on more courageously.” 


Additional Duo-Art Records by Harold Bauer 


(See also Pages 129-142) 


ANDANTE AND VARIATIONS. From String Quartet, Op. 18, No. 5 
Ludwig van Beethoven 7106-4 3.00 


Brsraovan’s A Major Quartet, the fifth of the great set of six composed for Prince Lobkowitz and 
published, as Opus 18, in 1801, is a work of rare beauty and perfection of type. It is particularly re- 
markable for its third movement, a lovely Andante cantabile and set of variations on the beautiful 
theme which has all the natural feeling of a genuine folk-song. The first variation is Fugato; the 
second has sparkling triplets for the first violin; in the third the violins utter woodland murmurs 
while the cello and viola occupy themselves with the melody. The fourth is organ-like in treatment, 
while the fifth, and last of all, starts with a gay and boisterous rush, but ends in a dreamy and slightly 
melancholy meditation. The Finale of the movement is unmistakably Mozartean. Mr. Bauer has ~ 
performed a unique feat of piano wizardry in recording this adorable Andante and Variations for the 
Duo-Art Piano, and the record-toll is a masterpiece of unfailing delight for music-lovers. © 


ETUDE IN C-SHARP MINOR, Op. 25, No.7 . Frederic Francois Chopin 7120-3 2.75 


ee Chopin's contemporaries this very beautiful and poetic Study was one of his greatest efforts. 
Von Buelow called it a nocturne—a duo for ’cello and flute; and it is, indeed, written throughout in 
a kind of duet, in which one seems to hear a human voice sustained by a violoncello obbligato. An 
anonymous writer has said: ‘“The appreciative listener may hear, if he will, a lovers’ quarrel, where 
love alternates with keen regrets and tender rebukes, with stormy denunciations.”’ 


POLONAISE, Op. 40,No.2 . . . . « Frederic Francois Chopin 714G-4es.00 


oe Rubinstein this great Polonaise in C Minor was a musical picture of Poland’s downfall (whereas 
its companion piece, Op. 40, No. 1, the ‘Military Polonaise,’’ represented Poland's greatness). This 
is a dignified and noble utterance, sombre in coloring, and bordering the tragic. Seldom has fortitude 
under suffering found more poignant expression than in the noble melody of the opening theme in 
the bass. In this Polonaise, says Prof. Niecks, Chopin ‘‘seems to review the different aspects of his 
country’s unhappy state, its sullen discontent, fretful agitation, and uncertain hopes.”’ 


ROMANCE, Op. 42,No.1° .  . ..+ « « Wloritz Moszkowske ~71G2GRR2 0 


Tinos: characteristics of Moszkowski’s genius and style which made him one of the most i ular of 
salon composers are well exemplified in this delightful ‘‘Romance.’’ Here are the beauty and charm of 
soaring and singing melody, and diversified yet wonderfully sppeR ye and effective harmony, the 
fascination of graceful and attractive rhythms, an exuberance of fancy, and his mastery of clear and 
shapely design. The piece is romantic in conception, and it never halts for lack of ideas. It is poetic, 
fanciful, and fine; making direct and sure appeal to the heart of the music-lover. 


SLAVIC DANCE, Op. 46, No. 6. (Piano Duet Accompaniment, Primo Part) san 
Antonin Dvorak 71040 2.50 


SONATA IN E-FLAT, Op. 7 Ee cane Ludwig van Beethoven 
First Movement: Allegro “hu. Bae ee T1750 422.50 
Second Movement sltarco gn. )-2 7 Gee se 71760 2.50 
Thitd: MovementaRondostsae.. .. + 2. 3 )) lee ee TITIG HZ -50 


Bacmravaes Fourth Sonata (the Opus 7, in E-flat) was published in 1797, and in it the 27-year old - 
composer showed a marked advance overt his earlier ee works. ‘‘The first Allegro,’’ says Bekker, 
“is an early example of Beethoven’s typical, long-drawn-out, thoughtful sonata-movement, em- 
phasizing sharply the dramatic character of the sonata-form. The heroic opening motive resolves 
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Harotp Bauzer—continued 


itself into a rising and falling line of quavers, is scattered and its inherent strength left undeveloped 
till the ‘exposition’ and coda. The coda is the most important part of the movement. In this work 
Beethoven's tendency to prolong the struggle of opposites right into the coda and give this its most 
decided expression there, becomes for the first time apparent. The contrast between the manly, 
challenging beginning and the gentle, pleading song-melody gives the work an unmistakably heroic 
and elegiac character which is, indeed, openly declared at the close. 

“The Largo crowns the whole. It achieves emotional heights, new even to Beethoven, and 
orchestration would best bring out its manifold dynamic gradations, which are scarcely expressible 
through the medium of the piano. The work is a poem of loneliness.”’ 


Additional Duo-Art Record by Ossip Gabrilowitsch 


(See also Pages 143-145) 
“MILITARY SYMPHONY—Third Movement: Minuet Franz Josef Haydn 538-4 3.00 


‘lee G Major C‘Military’”) Symphony was composed in the course of Haydn’s second visit to 
England, in 1794, and had its first performance in London on May 2 of that year. It is the last of the 
twelve symphonies written for Johann Peter Salomon who had induced Haydn to go to England, 
and it became popularly known as the ‘‘Military’’ Symphony because of the use of the bass drum, 
cymbals and triangle in its second and fourth movements. 

The Minuet is one of the most captivatingly beautiful that Haydn ever wrote. It is thoroughly 
typical of Haydn’s robustness and vigorous grace and wholesome breeziness of style. Its form is quite 
simply that of the dance minuet in graceful groups of violin figures, and it is filled with the ideal 
Minuet feeling, ‘‘the dear, old-fashioned stateliness and formality, the pretty, prim quaintness.”’ 
Of this charming Minuet Mr. Gabrilowitsch has made a masterly piano arrangement for four hands, 
and has played it splendidly. This is a Duo-Art Record that cannot fail to delight every hearer. 


Additional Duo-Art Records by Percy Aldridge Grainger 


(See also Pages 146-156) 


NORTH COUNTRY SKETCHES mn) 4 Freaersck Delzus 
1. Autumn—The Wind Soughs in the Trees ae oe 71900 2.50 
2. Winter Landscape; and 3. Dance ee Pe 71910 2.50 
4. The March of Spring—Woodlands, Meadows and Silent Moors 71920 2.50 
(Played by Percy Grainger and Ralph Leopold) 


JER set of three superfine Duo-Art Record-Rolls embodies a superb performance on two pianos by 
Percy Grainger and Ralph Leopold of an excellent two-piano version of a modern orchestral mastet- 
piece by one of the foremost of living British composers—the complete Symphonic Suite of four 
“North Country Sketches’ by Frederick Delius, whose music is scarcely known at all in America. 
Concerning the ‘“‘North Country Sketches’’ Mr. Grainger has written: 

“The fitst two movements, though not frankly descriptive, are yet certainly more ‘impression- 
istic’ than Delius’s music generally is. In ‘Autumn’ seething, moaning chord passages faithfully 
suggest ‘the wind soughing in the trees,’ while there is a curiously brittle chill about the violin 
harmonies and the harp and wood-wind arabesques that accompany the pathetic melodies and 
vibrating chords of the horns, lower strings and lower reeds in ‘Winter Landscape.’ 

; “In some respects the third movement (Dance) is the most remarkable of the four; remarkable 
in that it instances the keenest edge of the composer’s stupendous formal and harmonic inventiveness, 
and perhaps still more remarkable in that it compasses the successful portrayal of highly typical 
Northern English traits and emotions through what at first sight seems so very un-North-English a 
medium as a ‘mazurka tempo.’ It is only one of many proofs that Delius’s whole creative force is 
always turned inward—to the roots of things—rather than to their outward appearances and surface 
characteristics. That combination of cosy and winsome simplicity with a certain dry gauntness, that 
is so thoroughly Northumbrian, is here tellingly mirrored in strains that (in their ingratiating lilt, 
though not in their harmonic and melodic content) somewhat recall those graceful half-Minuet-like 
intermezzo movements in the Brahms symphonies. In particular the melting cadences of the coda are 
a model of such appealing formal grace. 

“The ‘March of Spring’ shows how much inherent suggestion can lie stored up in music of a 
non-descriptive nature. Though there is nothing imitative here (no bird-calls, no shepherd pipings, 
and so on) yet, as we listen to the unfolding of this final movement, we seem to be in the midst of 
spring-born teeming new life, in an air melodious with bird-songs and fragrant with fresh flowers— 
all Be it translated and interpreted by a poet’s wistful and compassionate heart. In the heroic march 
section that is the climax of this movement and of the whole suite the aforementioned typically 
Northumbrian note is again struck. There is a restrained and tragic grimness about the glory and 
passion of this outburst that is as far removed from the more vigorous optimism of Scotch enthusiasm 
as it is from the gentler geniality of Southern English high spirits. The march, dying gradually down, 
fades into a typical Delius coda, dreamy and lonesome as a Yorkshire moor.” 
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Percy ALDRDIGE GRAINGER—continued 
ORGAN FANTASIA AND FUGUEIN G MINOR — Johann Sebastian Bach 
(Transcription by Franz Liszt) 
Parts. I—LhesFantasia® ~29 = =“ ee 7161-4 3.00 
Part [i--The:Bucues. a | ee 71740 2.50 


Percy Grarnorr has here recorded a magnificent performance of Liszt’s superb piano arrangement 
of one of the greatest, most impassioned and most impressive of Bach's organ works. Old Johann 
Sebastian was hailed by his contemporaries as ‘‘the Prince of Organ Players,’’ (he was probably the 
greatest organist the world has ever known), and his intimate and complete knowledge of the 
structure of the organ enabled him in composing for the instrument to utilize all its resources with 
unsurpassed skill. In this great Fantasia he exults in the freedom of his mastery. His genius takes 
free rein and he wanders and soars as if he were improvising. Here is music that is fairly rhapsodic 
in its impetuosity and the intensity of its feeling. These tremendous recitatives—like a proclamation 
from some gigantic prophet—and these towering climaxes—these ate no mere cut-and-dried formal- 
ism in music, no mere intellectual exercise, but the emotional outpouring of a soul that is alive and 
a-thtill with beauty and passion and power. Here, indeed, is an emotional sweep that is stupendous. 

Bach brought the fugal form to its highest development, and this monumental Fugue in G Minor 
is one of his greatest. This is no mere musical argument, but a wonderful example of how genius can 
transmute ordinary and even meager materials into a work of enduring beauty. For the professional 
musician a colossal technical achievement, it is yet almost as rhapsodic, almost as intense in emotion 
as the Fantasia which introduces it. 


Additional Duo-Art Records by Alfred Cortot 


(See also Pages 156-160) 


ETUDE IN C MINOR (Arpeggios), Op. 25, No. 12 Frederic Francois Chopin 70880 2.50 


Beers warfare surges and thunders in this, the last, and in some senses the greatest, of all the 
“Studies’’ composed by Chopin. Schumann hailed it as magnificent in its display SE great mastership. 
Professor Niecks aptly says, ‘‘In it the emotions rise not less than the waves of arpeggios which 
symbolize them.’’ This was Huneker’s favorite among the Etudes, and he wrote of it: ““Beethovian 
in its ruggedness, the Chopin of this C Minor Study is as far removed from the musical dandyisms of 
the Parisian drawing rooms as is Beethoven himself. It is orchestral in intention and a true epic of the 
piano. How Liszt must have thundered through this tumultuous work! Before it all criticism should 
be silenced that fails to allow Chopin a place among the greatest creative musicians. We are here in 
the presence of Chopin the musician, not Chopin the composer for piano.’’ Alfred Cortot has here 
recorded a surpassingly beautiful, a superb performance of this piano masterpiece, in which the 
great billows of sound roll and sway like the ground swell of the ocean after some terrific storm. 


SONATASIN+E MAJOR? Opn 109) gener Ludwig van Beethoven 
First Movement: Vivace; Adagio espressivo 
Second Movement: Prestissimo | eta ree c- Eee 
Third Movement: Andante and Variations . “. .-. «4, 711023 


ee 30th of Beethoven’s 32 sonatas for piano solo was composed in 1820, after summer holidays 
in the country. It had been rumored about that the Master had written himself out, that his in- 
vention was exhausted. He was 50; he had lost his hearing; family troubles, trials and tribulations 
were heavy upon him. And yet this very beautiful work is among the happiest and most charming of 
the sonatas. Dr. A. Eaglefield Hull, an eminent English critic and composer, has well said of it: 

“The rhapsodic first movement, with its light and happy figures, repeatedly broken in upon by 
the deeply expressive adagio phrases; the remarkable, uncouth Schefzo with the subject in the bass, 
and the angelic vatiations, one in Fugue form, and the other a tour de force with its thrilling pedals, 
the beatific return of the theme at the end, have given this Sonata a high place among the happiest 
conceptions of the Master.”’ 


UNDER THE PALMS (Spanish Dance), Op. 232, No. 3 Isaac Albeniz 71020 2.50 


Lares in number and variety are the dances of Spain, and this one by Albeniz, ‘‘Under the 
Palms,’’ is different from any other. A piano piece written, not for dancing, but for the concert room 
(for it is so difficult that only a virtuoso can play it), it is a vivid, colorful, and engrossing tonal 
picture of Spanish life, delineated in charmingly fresh and novel melody, flashingly brilliant har- 
monies, and powerful and varied rhythms, adroitly and artistically blended together by a master of 
unique individuality. It is finely representative not only of Spain, but of Isaac Albeniz. 
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Additional Duo-Art Records by Ignaz Friedman 


(See also Pages 161-167) 
MARCHE HEROIQUE, Op. 40, No. 3 (For Four Hands) Franz Schubert 7090-4 3.00 


Warn its powerful rhythmic thrust and swing, and its sonorous and brilliantly colorful harmony, 
this fine, sturdy, vigorous march well merits the title ‘‘Heroic.’’ Of course, it could not be Schubert’s 
work if it were not melodious. Melody is the life-blood with which his music pulsates, and the 
source from which it flows was finite only because his physical life was bounded by years. His soul 
was lyrical. And so this march pulsates with melody in the distinctive and distinguished Schubertian 
style. But besides being a master melodist, he was an adept in the fashioning of stirring, invigorating 
marches, and this is one of the best of his several pieces in this kind. It was composed as a piano duet, 
and so requires four hands to play it. But here is a wonderful performance of it by Ignaz Friedman, 
unassisted by any other pianist. Mr. Friedman did not transform it into a piano solo, but played sep- 
arately on the Duo-Art Recording Piano the part allotted to each pianist in the original score. Then 
the two records thus produced were combined to make the complete record of the composition as 
Schubert wrote it. 


MARCHE HEROIQUE, Op. 40, No. 3 (Piano Duet Accompaniment, Primo Part) 
Franz Schubert 71690 2.50 
SONATA IN D MAJOR, Op. 28 (The ‘‘Pastoral’”) Ludwig van Beethoven 


BemeroMeneme AlleotOM ey Se oe ln 7099-45 3.00 
Second Movement: Andante; Third Movement: Scherzo... 7100-4 3.00 
Fourth Movement: Rondo a sage" AO TOme2.50 


Els Sonata is one of the brightest, sunniest, happiest of Beethoven’s cyclical works. The exceed- 
ingly happy mood continues throughout the whole work, accelerates as it progresses, in fact, for the 
last two movements are almost boisterous in their gaiety, the final Rondo being a mad gallop home. 
The First Movement, Allegro, which opens with a beautiful phrase of nine bars over a gentle 
tapping accompaniment, is a splendid specimen of development by elimination and condensation. 
In the middle part, just before the recapitulation, the phrase seems almost to disappear in thin air. 
The Andante, in D Minor, has an epigrammatic Trio in the tonic major, and is as beautiful as it is 
simple and short. Karl Czerny, who was Beethoven's pupil, says that this Andante ‘‘was for a long 
time Beethoven's particular favorite and he played it often for his own pleasure.’ 
The Third Movement, although designated a Scherzo, is really a Minuet—and one of Beethoven's 
happiest and most delightful; while the Last Movement, a rollicking Rondo, is filled with the joy 
of life in the open air. 


Additional Duo-Art Records by Rudolph Ganz 


(See also Pages 174-183) 
Beeeeeee from jocelyn .  . =. . =. =. # Benjamin Godard 7098-3 2.75 


ee four-act opera, ‘‘Jocelyn,’’ by the prolific modern French composer, Benjamin Godard (1849- 
1895), was Pdacsd at Brussels in 1888, and enjoyed a moderate success there, but has never been 
performed in America. Practically the only part of it known here is this very beautiful ‘‘Berceuse.”’ 
And this is known and admired by music-lovers the world around wherever any modern French 
music is known at all. And no wonder, for this Cradle Song is a perfect example both of its com- 
poser’s lyric gifts and of what a Lullaby should be. Its adorable melody is of noble breadth and sweep, 
and at the same time is filled with a touching and gentle tenderness that has a direct and universal 
appeal. Mr. Ganz has skilfully fashioned a new piano version of this gem of French operatic music, 
making it shine with a fresh refulgence and displaying all its beauty and charm. And this he has 
recorded beautifully, exquisitely, captivatingly. 


Peon eILEY .. . ; , ; : Franz Liszt 7114-4 3.00 


Onuciatty composed as a song, ‘“The Loreley’’ was a setting of a simple little poem by Heine, 
who was a personal friend of Liszt; but such a setting as had never been achieved before. It was the 
first of Liszt’s German songs, and in it he converted the miniature tragedy eel pictured in 
Heine’s verses into a powerful music-drama infused with a wealth of beauty and emotion. His apenas 
opening bars ate a prelude to the poet’s query why he feels so sad today, and why a legend of old 
times keeps lingering in his mind. Then we get a vision of the calmly flowing Rhine, with gently 
undulating music; and in the twilight we behold the maiden sitting on the rock, combing her 
golden hair. She sings a song which has a strange melody—a most seductive song in Liszt’s version. 
The boatman passing in his skiff below is entranced; a wild longing seizes his soul; he gazes fixedly 
at the maiden above, heedless of the dangerous rocks about him; and her song is to blame if the waves 
at last engulf him with his boat. 
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James Huneker declared this song a masterpiece containing in essence all the dramatic lyricism 
of modern writers, Strauss included. Liszt himself made the beautiful piano transcription of this great 
song which Mr. Ganz has recorded charmingly. 


“THE MAGIC FLUTE” OVERTURE . . Wolfgang Amadeus Mozart 536-4 3.00 
(Played by Rudolph Ganz and Ernest Hutcheson) 


Meee last opera, ‘“The Magic Flute,’’ was produced on September 30, 1791,—little more than 
two months before his death. Its libretto, concocted by Emanuel Schikaneder, is the most extra- 
ordinary collection of absurdities ever set to music, and was intended as an allegorical illustration 
of the struggles and final triumph of Freemasonry. But its music, from the Overture with its mag- 
nificent fugue to the majestic final chorus, is an astonishing combination of divinely beautiful melo- 
dies with marvels of contrapuntal skill. The Overture is Mozart's greatest achievement in this form, 
and has always been a favorite in the concert room. 


Additional Duo-Art Records by John Powell 


(See also Pages 186-190) 


HUNGARIAN, Op. 39, No. 12 : ; ‘ : Edward MacDowell 71270 2.50 


Tee is a vigorous, lively, dashing, and fiery Presto, imbued with the irresistible vividness, the 
sudden striking contrasts and the syncopated rhythm characteristic of Magyar music; and as such it is 
quite as fine in its way as some of the Hungarian Dances of Brahms. It is a thoroughly and unfailingly 
delightful piece. 


SONATA IN C, Op. 53 C‘Waldstein’’)—Second Movement: Adagio molto; ; 
Third’ Movement? Rondo s.5 see Ludwig van Beethoven 7123-4 3.00 


In thec Major Sonata, Op. 53, dedicated to Beethoven’s old friend and patron Count Waldstein,”’ 
says Paul Bekker in his excellent book on Beethoven, ‘‘a hitherto unknown world of sound was re- 
vealed... . The Adagzo begins in a pensive, dreamy vein, suggestive of hidden grief. A ‘cello cantilena, 
gently interrupted by wood-wind, is heard once and no more. Compelling, wide, ascending intervals 
emerge from the opening obscurity, mounting upwards till the first tone of the Rondo is heard, when 
earnest tension dissolves in gaiety and grace. A simple song-theme (some investigators think it a 
Rhenish folk-song), a purely delightful melody repeated without a definite close in a joyous trill, is 
wreathed in sweet, harmonious arabesques. The power of the first song grows by opposition. It 
rises to a hymn of immeasurable joy (C Major is Beethoven’s joyous and triumphant key), and ends 
as a paeon of immortal exultation.”’ 


TURKEY IN THE STRAW (Cowboys’ and Old Fiddlers’ Breakdown) 
David W. Guion 71160 2.50 


Additional Duo-Art Records by Ernest Hutcheson 


(See also Pages 191-193) 


IMPROMPTU IN G-FLAT; Op. 90,No.3.  . . . Franz Schubert JO89-3meees 


Senuseeys Opus 90, which was published in the year he died (1828), comprises four piano pieces 
of flower-like fragrance and delicacy. These were left without name or title ie the composer. Their 
publisher bestowed the title ‘‘Four Impromptus,’’ and also took the liberty of changing the key of 
the third piece of the set from G-flat to G natural, to make it easier to play! But here title is of no 
moment, and key, even, of little importance. The music itself is unique and is altogether ineffable in 
loveliness and beauty. In slow ‘‘Adonic’’ meter, one of the most ethereal and most inspired melodies 
ever created by this master melodist is sung enchantingly to an accompaniment of fluid arpeggios that 
flow with indescribable but inescapable limpidity and grace. In Mr. Hutcheson’s playing of this 
heavenly impromptu technical perfection and poetic inspiration go hand in hand to convey the 
transcendent and transporting beauty of the music. The melody is rapturously sung, with ex- 
quisite nuancing and balance of voices, and a wonder of delight is the fluidity of the pellucid accom- 
paniment, ‘‘Like clear springs renewed by flowing, ever perfect, ever in themselves eternal.”’ 


SLE MAGIC PLUTE OVERTURE Wolfgang Amadeus Mozart 536-4 3.00 
(Played by Ernest Hutcheson and Rudolph Ganz) 
(For annotation on this number, see above) 
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Additional Duo-Art Records by Frederic Lamond 
(See also Pages 204-206) 
SYMPHONY, No. 3, IN E-FLAT, Op. 55 ““EROICA”’ = Ludwig van Beethoven 

PieemMovement: wiliestro con brio(@Pattl) . . . . . 53100 92.50 
fiest Movement: Allesro con brio(PattID= . .~. -. . D320 ee 2:50 
Second Movement: Funeral Match (Adagio assai) . . . 5330, 2:50 
imedeMovement-schetzo:(Allegto vivace).- =< . . .. 5340 2.50 
Fourth Movement: Finale (Allegro molto) . 550082: 50 


(Specially adapted and played by Frederic Lamond) 


Ons evening in the summer of 1817, when the poet Christian Kuffner was dining with Beethoven, 
who was in a particularly amiable mood, he made bold to ask the Titan which of his symphonies was 
his favorite. 

“Eh! Eh!’’ answered Beethoven, in great good humor, “‘the Eroica.”’ 

“‘T should have guessed the C Minor’’ (the Fifth), said Kuffner. 

“No,” insisted Beethoven; ‘‘the Eroica.”’ 

The Eroica was then thirteen years old; he had finished the Eighth almost five years before; five 
years later he was to complete the Ninth. 

Many music lovers, even today, consider the Eroica the greatest of all symphonies. Beethoven 
first projected it in 1802, and finished it in 1804. He composed it to express his admiration for Napoleon 
the republican, whose name he inscribed on the title-page. But when he heard that Napoleon had 
proclaimed himself Emperor, he tore up that title-page in an outburst of disillusioned fury. 

The First Movement has several melodies that are highly characteristic of Beethoven’s power 
in terse and precise expression of musical ideas. It is a great delineation of strife, and one of the most 
remarkable pieces of orchestral writing ever achieved. 

The Funeral March (Second Movement) is a poem, giving theemotions of aspectator whowatches 
the long train as it approaches from afar and fades again in the distance. Besides the modelling of the 
themes, the marvelous art with which the musical ideas are developed, and the steady power with 
which the tone-poem is carried on to the last note, colorism plays a notable part in the novel effect here 
attained. This movement forms the counterpart, both imaginatively and as regards musical form, of 
the first movement—an emotional reaction Eoin the tension of the Allegro. 

In the Scherzo Beethoven definitely broke away from the Minuet which had been established 
by Haydn as the fixed form for the third movement of a symphony; and for the final movement of 
this colossal work he chose the unusual form of theme and variations—because that form is the 
musical incarnation of the idea of development. The theme had long been associated in his mind 
with the idea of heroic deeds in the intellectual warfare of mankind, and he had used it in the finale 
of the ballet “‘Prometheus,”’ produced in 1801, three years before he completed the ‘‘Eroica.’’ There 
can be no doubt that he intended thus to indicate that his model for this final movement was Pro- 
metheus, bringer of freedom and knowledge. The movement forms a magnificent crown to the whole 
a neny. 
ith rare devotion and painstaking labor, Mr. Lamond has adapted this colossal Symphony 
for the Duo-Art by making a new piano version from the orchestral score and the piano arrangement 
for four hands. After recording this, he went over the rolls in the Duo-Art Recording Studio and 
indicated various additions of notes and groups of notes beyond the power of any two hands to 
play. These additional parts were cut in under his supervision; and the result is a superb set of Duo- 
Art Records of one of the greatest of musical masterpieces. 


Additional Duo-Art Record by Ethel Leginska 


(See also Pages 244-247) 


SONGS WITHOUT WORDS: No. 44, ‘‘Retrospection’’ (Op. 102, No. 2) and 
No. 10, ‘The Estray’’ (Op. 30, No.4) . Felix Mendelssohn-Bartholdy 71370 2.50 


Tus two Songs Without Words here grouped together and very beautifully playedby Ethel Leginska 
make an exceptionally attractive and delightful Duo-Art Record, not alone because each of these 
pieces is intrinsically beautiful in itself, but because this grouping affords an interesting and strik- 
ingly effective contrast in both subject matter and style. The one placed first, to which some un- 
known person long ago affixed the appropriate title ‘‘Retrospection, ” is a lovely, melodiously sing- 
ing Adagio that is filled with a quiet and brooding wistfulness. Just when it was composed is not 
known, but it was probably a late work, for it was not Pee until after Mendelssohn's death, 
when it was included in the Eighth (and last) Book of the Songs Without Words. The vividly con- 
trasting piece, known as ‘‘The Estray,”’ is an agitated, dashing, fiery and brilliant little tonal pic- 
ture. This was composed in 1834, and was included in Book II of the Songs Without Words, pub- 
lished in the following year. 
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Walter Damrosch 


ALTER DAMROSCH, who records his playing exclusively for the Duo-Art Piano, 

is, of course, the most famous American orchestral conductor, but he isalsoa pianist 

of distinguished abilities, particularly inthe interpretation of orchestral and operatic 
music. He was born in Breslau, Germany, on January 30, 1862, and when nine years old 
came to America with his father, Leopold Damrosch, who founded the New York Oratorio 
Society and the New York Symphony Society, and became a conductor at the Metropolitan 
Opera House. Walter received his early education in the New York City public schools, and 
studied piano playing with Ferdinand von Inten, Bernardus Boekelmann and Max Pinner. 
He had lessons in conducting from his father, and later from Hans von Buelow and other 
famous leaders in Europe. 

While still a young man, he acted as his father’s assistant as conductor at the Metro- 
politan Opera. When Leopold Damrosch died in 1885, the task of continuing his work de- 
volved upon his 23-year-old son, who not only conducted at the opera, but also took charge 
of the Oratorio Society and the New York Symphony Orchestra. He continued as leader of 
the New York Symphony Orchestra until 1927, since when he has been one of its “‘guest 
conductors.”’ 

Mr. Damrosch has composed two operas, incidental music to several Greek plays, con- 
siderable church music, and many songs. Columbia University has conferred upon him the 
honorary degree of Doctor of Music. | | 


Duo-Art Records by Walter Damrosch 
“SURPRISE” SYMPHONY—Second Movement: Andante Franz Josef Haydn 537-4 3.00 


Elivon's Symphony in G Major, familiarly known as the ‘‘Surprise’’ Symphony, was composed in 
London in 1791, and was the third of the first set of six symphonies written for Salomon, who had 
induced Haydn to go to England. The Andante (which is in C Major) is the movement that gave 
the name “‘Surprise’’ to this symphony. It is based on a very simple melody, and this begins softly 
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Water Damroscu—continued 

(piano); then is repeated still more softly (pianissimo); but at the sixteenth measure culminates in an 
unexpected crash of the whole orchestra. Haydn dearly loved a joke. Finding that his English 
audiences dined heartily before going to a concert and therefore were inclined to take a nap during the 
slow movement of the symphony, he resorted to this harmless joke to wake them up. To a friend 
who visited him while he was writing this Andante he remarked: ‘‘That’s sure to make the ladies 
jump.”’ And the waggish trick always works, even to the present day. 

The whole Andante is a delightful set of variations on the opening theme, which returns at the 
end to die away in a pianissimo. 


MA MERE L’OYE (Mother Goose) . . . . . Maurice Ravel 7189-4 3.00 
No. 4. Beauty and the Beast 
No. 3. Laideronnette, Empress of the Statuettes 
(Played by Walter Damrosch and Polly Damrosch) 


Raver’s “Mother Goose’”’ Suite of “‘Five Children’s Pieces’’ was originally composed as a piano 
duet. Then it was Sete to the stage as a ballet which enjoyed an immediate and noteworthy 
Parisian success. By a further adaptation into an orchestral version the work has won world-wide 
favor. It is a masterpiece of impressionistic music, filled with tender, clairvoyant imagination, half 
ironic and half naive humor, and distinguished finesse in workmanship. 

Mr. Damrosch and his daughter have collaborated in recording a beautiful and delightful per- 
formance of two of the pieces in this remarkable Suite. 

“The Colloquy of Beauty of the Beast,’’ No. 4 in the Suite, but here played first, is perhaps the 
most poetical of all these pieces. Beauty is of course a lovely Princess, and the Beast (although she 
does not know it) is in reality a handsome young Prince whom an evil enchantment has turned into 
an ugly monster. The music tells the old story of how he asks her to marry him and she refuses; but 
on learning that otherwise he must die she pityingly relents and gives her promise; whereupon he is 
released from his bewitchment. 

“‘Laideronnette, Empress of the Statuettes’’ (No. 3) is more strikingly novel and original. It is 
prefaced with these words from one of Mme, d’Aulnoy’s fairy tales: ‘“The Chinese Empress throws 
off her great robes of state and steps into her marble bath. Instantly the little statuettes “Pagodes et 
Pagodines,’ that is to say, Chinese figures that nod their heads) begin to sing and play on instruments. 
Some have lutes made of walnut shells. Others have viols made of the shells of almonds; for it was 
necessary that their instruments should be suited to their size.’’ For this quaint conception Ravel has 
found the inevitable musical equivalent—a dipping and bobbing melody that has the mechanical re- 
lentlessness and inhuman rigidity of such figures’ movement. He employs a Chinese scale and subtly 
imitates temple gongs; and the music culminates in a delicious, tinkling hurly-burly, depicting the 
absurd inhuman company. 


Additional Duo-Art Records by Shura Cherkassky 


(See also Page 215) 


Cee TeoANS PAROLES, Op. 2, No.3. f Peter lich Tchaikovsky 71549 2.25 


A metovy of haunting sweetness—the kind that lingers long in the memory—characterizes this 
very beautiful and happy Song Without Words, which was one of the earliest of Tchaikovsky's 
piano pieces and has long been one of his most popular works—popular both in its original form as a 
piano solo and also in orchestral and other arrangements. It was composed in 1867, while Tchaikovsky 
(then 27 years old) was enjoying a summer-holiday visit in Finland, and was issued as the last of the 
three piano pieces making up his second published work which bore the title of ‘Souvenir de 
Hapsal.’’ The music reflects the composer's health and happiness at the time. It is in a major key, and 
its harmonies are clear and vigorous. The lovely, buoyant melody is heard directly at the outset; 
then follow episodes of contrast, the last of which mounts to an impressive climax. After this 
emotional outburst the return of the graceful and charming main theme is characteristic and delightful. 


Meme itO PARAPHRASE . . . .«. « . Verdi-Liszt 71300 2.50 


As a transcriber for the piano Liszt has never had an equal, scarcely even a would-be competitor. 
He could take an opera and most ingeniously, and with interspersed flashes of his own genius, bring 
together its finest melodies and set them off with consummate art. He produced thirty-six of these 
amazingly clever and effective operatic fantasias, or paraphrases, among which one of the earliest and 
most successful and to this day the most popular is this Paraphrase of the famous quartet that forms 
the musical climax of Verdi’s ‘Rigoletto.’’ Here, as in Verdi's magnificent masterpiece among vocal 
quartets, each voice is heard in captivating Italian melody; and in conclusion all are linked together 
in building up a climax of compelling power and brilliance and beauty. 
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Additional Duo-Art Records by Robert Armbruster 


(See also Pages 217-231) 


BABILLAGE (Babbling). . . . . +. +.  . Ernest Gilles 71313 meee 


Tus ‘‘Babillage’’ by Ernest Gillet, a distinguished modern French master of salon music, is a charm- 
ing little Gavotte in which a pretty, ‘‘babbling’’ melody, bps ee harmonies, and an infectious 
rhythmic swing are combined with the sure touch of practiced skill to produce a vivid impression of 
quaint grace and animation. Mr. Armbruster has played it deftly and delicately, in a clever arrange- 
ment as for string orchestra, and the beautiful little piece babbles along so prettily and delightfully 
that the end comes too soon, and the listener wants to hear it right over again. 


A BANJO SONG, Op. 22, No. 4 (Accompaniment for Low Voice in A) 
(From “‘Bandanna Ballads") . . . «. #. Sétdney Homer 13066-Sieee 


“THE BEGGAR’S OPERA”’ Selections: Fill Every Glass; Were I Laid on 
Greenland’s Coast; O Polly, You Might Have Toy’d and Kiss’d; 
Before the Barn-door Crowing; How Happy Could I Be with 
Either; Let Us Take the Road .. . . Jobn Christopher Pepusch, ~~ ]\e59meeeee 


Osx the suggestion of Dean Swift that ‘‘a Newgate pastoral might make an odd pretty sort of thing,”’ 
John Gay in 1727 constructed ““The Beggar’s Opera’’ round a cut-throat highwayman named Mac- 
heath, and under a thin veil of exposing the vices of highwaymen, pickpockets, jailers, receivers of 
stolen goods, and their associates, keenly satirized the corrupt politicians and courtiers of the day. 
The songs were all written to old ballad tunes (English, Scottish, and Irish) or to the most popular 
tunes of the day, arranged and scored by Dr. Pepusch, who also composed an overture for the work. 
Thanks largely to those songs, ‘“The Beggar’s Opera’’ achieved a triumph in London. It was staged 
by John Rich, manager of Lincoln’s Inn Fields Theatre, and was so successful in its first season that 
it was said to have made Gay rich and Rich gay. 

“The Beggar’s Opera’’ was given in the American colonies before 1750, and it is said to have 
been George Washington's favorite play. It has been revived many times, and in 1927 a British 
company came over to make a ‘‘200th anniversary tour’’ of the United States with this old ballad 


opera. 
LE BERGER SOMMEILLE (Largo from the Descriptive Concerto “Le Prin- 
temps’) (Violin Accompaniment) ..  . .  Vé#wvaldi-Pente 13028952200 
A BROWN BIRD SINGING (Song Roll with Words). . Haydn Wood 103235 1.25 


‘““CARMEN’’—Excerpts from Act I: Overture; Chorus of Street Boys; Haba- 
neta; Duet of Don José and Micaela; Seguidilla; Finale Georges Bizet 71810 2.50 


Bea opera ‘‘Carmen,’’ produced in 1875, the year of his death, although coldly received at first, 
has become the most popular of all French operas. It is a work of dramatic power and brilliant and 
expressive beauty. In the present fine record-roll, arranged and played with all of his wonted artistic 
mastery by Robert Armbruster, are to be heard all of the outstanding and important numbers of the 
first act. The Overture is short but very brilliant, with strains of the rousing march melody and the 
popular Toreador song. Follows the stirring chorus of the street lads preceding the entrance of the 
soldiers. The exotic and quaint ‘‘Habanera,’’ sung by Carmen, is based on a melody from an old 
Spanish song by Iradier. In the serious and tender duet Micaéla, the country damsel betrothed to 
Don José, delivers the message from his mother. Then the tantalizing ‘‘Seguidilla’’ is sung by Carmen 
while bewitching Don José. In the Finale, as she escapes, the Habanera is heard again. 


CIRIBIRIBIN : ‘ ; é : ; : : . <A. Pestalozza 


IMAI Ro ee rg Eduardo di Capua 
(Song Roll, with Words) 


COME TO THE FAIR (Accompaniment for Baritone) Easthope Martin 13178-S 2.00 
FAR-AWAY BELLS, THE (Song Roll, with Words) . Westall Gordon 103295 1.25 


““FAUST’’—Selections from Act II: Kermesse; Valentin’s Farewell; The Calf 
of Gold; Chorale of theSwords; Waltzes Charles Francois Gounod 71189 2.25 


“FAUST’’—Selections from Act III: Flower Song; Cavatina; The King of 
Thule; Jewel Song; Duet (Marguerite and Faust) Charles Francois Gounod 71259 2.25 
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Rosert ARMBRUSTER—continued 


“FAUST’’—Selections from Acts IV and V: Soldiers’ Chorus; Mephistoph- 
eles’ Serenade; Prison Scene Trio : Charles Francois Gounod 71329 2.25 


Gounob's ‘‘Faust’’ was first produced in Paris in 1859, and marked the beginning of a new era in 
French dramatic music. It is a work of a high order of beauty, and still remains the most popular of 
French operas. The Kermesse Scene in its life and gaiety is one of the outstanding beauties of the 
opera. The curtain rises on a scene of great animation—the country people dancing at the Fair, 
while the choruses of students, soldiers, old men, girls, and matrons are quaintly contrasted and full 
of vigor and characteristic color. Valentin, in his aria, commends his sister Marguerite to the care of 
Siebel, a gentle youth who loves her. Wagner, a student, begins a song, but is interrupted by Meph- 
istopheles, who has joined the merrymakers with Faust, and who now volunteers to sing a better 
song. He sings of the Calf of Gold, and the crowd delightedly shouts the refrain. He next offers a 
toast, “To Marguerite,’’ and when Valentin springs forward to resent the insult with his sword, it 
breaks in his hand as he tries to penetrate the magic circle which Mephistopheles has drawn around 
himself. The soldiers and students recognize the spirit of evil, and turn the cruciform hilts of their 
swords against him, to his great discomfort. This Chorale of the Swords is one of the most stirring 
and effective choruses in the opera. Men and women all now join in a dance, tripping it merrily to one 
waltz sung by the spectators and another which rises simultaneously from the orchestra. This 
waltz, which ends the second act, is full of warmth and sunshine and is the most popular music in all 
of Gounod’s work. 

The whole third act is full of fascinating detail and breathes the very spirit of poetry and music 
combined in a picture of love that has seldom if ever been excelled in tenderness and beauty on the 
Operatic stage. Here are the bright particular gems of this act in the order in which they occur in the 
opera. 

The fourth act opens with a scena for Marguerite, who has been left disconsolate by Faust’s 
desertion, and taunted by her girl friends. The scene then abruptly changes to the square in front of the 
cathedral, where the soldiers, Valentin among them, are returning, to the jubilant strains of a 
marching chorus. As the soldiers retire and Valentin goes in search of Marguerite, Faust and Meph- 
istopheles appear before the house, and the latter sings a grotesque and ribald serenade. Valentin 
resents this, and in the ensuing fight is killed. The Prison Scene is the climax of the fifth act and the 
end of the opera. The trio is worked up with constantly increasing power to a climax of passionate 
energy, and at last dies away as Marguerite expires. 


FOR ALL ETERNITY (Song Roll, with Words) . Angelo Mascheroni 103445 1.25 


HE SHALL FEED HIS FLOCK (From ‘‘The Messiah’’) (Song Roll, with 
ES I George Frideric Handel 103305 1.25 


Ma. armoruster has made an exceptionally fine Duo-Art Song Roll of this ineffably beautiful old 
recitative for low voice, ‘‘He shall feed his flock like a shepherd,’ from the greatest and most 
famous of all oratorios, Handel’s ‘‘Messiah.”’ 
THE HIGH BARBAREE (Song Roll, with Words) . é ; 3 103216), 1.50 
(Arranged from a Sailors’ Chantey by Robert Armbruster ) 


Ma. ARMBRUSTER’s atrangement of the old sailors’ chantey of ‘“The High Barbaree’’ is virtually an 
original composition—and a fine one. He has taken the sturdy and rollicking old tune and has skil- 
fully provided for it a harmonic accompaniment that is appropriate and beautiful—that has the tang 
of the salt sea and the force of a high wind blowing free upon the waters. He has made of it a 
real man’s song that is eminently singable and of great popular appeal. And of course he has recorded 
it expertly for singing. 


HYMNS (Song Roll, with Words)—Come Thou Almighty King; The Church's 
One Foundation; Come Ye Thankful People, Come . . . . 103468 2.00 


TS three old favorite and standard hymns here beautifully recorded by Mr. Armbruster for singing 
constitute a particularly attractive group, and the record-roll should prove widely serviceable. It 
bears two sets of words for each hymn: along one margin appear the words of the Christian Science 
version of each hymn; while along the other margin are printed the words as sung in the services of 
the Protestant Episcopal Church. 


TMEMIONASTERY GARDEN . . . .. . ~ Albert W. Ketelbey. 71837 1.75 


Denomiated by its composer ‘‘a characteristic intermezzo,’’ this is an expressive Andante so 
- skilfully and beautifully written—so compact of appealing melodies and rich and beautiful harmonies 
—as to constitute an exceptionally pretty and attractive piano piece. Its finely expressive melodies, 
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Rosert ARMBRUSTER—Continued 
representing in succession the song of the birds, the chant of the monks, the meditative Kyrie Elezson 
C‘Lord, have mercy’’), are as nicely varied as are the accompanying harmonies with their bell 
tones and other appropriate effects, and all these elements combine in evoking vividly the mood and 
atmosphere of an old Monastery Garden. 


JUST A MEMORY (Song Roll, with Words) . . . Ray Henderson 103576 1.50 
LOVE EVERLASTING (Song Roll, with Words) .  . Rudolf Friml 103325 1.25 


““MLLE. MODISTE”’ Selections: Charity Bazaar; The Time, the Place and 
the Girl; Chorus of Footmen; Hats Make the Woman; The Keokuk 
Culture; I Want What I Want When I Want It; If I Were on the 
Stage; Kiss Me Again; Finale. é , Victor Herbert 71059 2.25 


See in the amazing list of Victor Herbert’s light operas, ‘‘Mlle. s.oaiste’’ Cadroitly fashioned 
on a clever and witty libretto by Henry Blossom) was performed for the first time at Trenton in 1905; 
and with Fritzi Scheff in the stellar part of Fifi it was played throughout the country to crowded 
houses and speedily became one of the signal triumphs of Herbert’s career. It was composed when he 
was at the height of his powers, and it exemplifies delightfully his spontaneity of melodic invention, 
piquancy of rhythm, and variety of style. Such gems of volatile fancy, lightness and wholesome 
jollity as ‘“The Time, the Place and the Girl,’’ ‘I Want What I Want When I Want It,’’ ‘‘Kiss Me 
Again,”’ and the rest of the excerpts skilfully and beautifully linked together in this fine record-roll 
are as fresh and eee and delighftul today as they were 20 years ago. Everybody who enjoys 
Victor Herbert’s fascinating music will want this excellent Duo-Art Record. 


NOBODY KNOWS THE TROUBLE I’VE SEEN (Accompaniment for Me- ; 
dium Voice)..." +.a8 sameeess eee Henry T. Burleigh 13056-S 1.50 


ONE ALONE (From ‘‘The Desert Song’’) (Song Roll, with Words) 
Sigmund Romberg 103245 1.25 


“PIRATES OF PENZANCE” Selections: Pirates’ Chorus “With Cat-Like 
Tread,’’ Act. IT; Frederic’s Song, Act I; Mabel’s Waltz Song, Act I; 
“The Policeman’s Lot Is Not a Happy One,’’ Act II; Song of the 
Major-General, Act I; Finaleof ActI . . Sir Arthur Sullivan 70959 2.25 


Aone the earlier successes in the wonderful line of most diverting operettas produced by the 
unique partnership of Gilbert and Sullivan, ‘“The Pirates of Penzance’’ came directly after their over- 
whelming popularity had been established by ‘‘H. M. S. Pinafore.’’ It is interesting to recall that 
“The Pirates” was first produced in New York on December 31, 1879, under the personal supervision 
of both its authors. The music is sparkling and delightful, transmuting into sound the very essence of 
the typically Gilbertian topsy-turvy story of the strange pirates who were celebrated for their 
gentleness and never molested orphans because they were orphans themselves, and who turn out in 
the end to be English noblemen! Mr. Armbruster has made an exceptionally brilliant and interesting 
record-roll of excerpts from this always captivating work. 


PLAY ME ANOTHER (Excerpts from Twenty Famous Compositions Played 
by Famous Pianists) ) 39 1) sc) in eee 
(Compiled and edited by Robert Armbruster and G. W. Harris) 


ERE is a fascinating musical game—a ‘‘rating’’ game, somewhat on the order of the popular craze 
of the questionnaire. This music roll is made up of characteristic and easily recognizable excerpts 
from twenty famous compositions, recorded for the Duo-Art Piano by famous pianists. Each piece 
is labelled on the roll with a suggestive title, such as: ‘‘An Aria from ‘Xerxes’,’’ A Russian Portrait,” 
“An English Baronet’s Musical Conception of a Kiss,’’ ‘Spring in Norway,’’ and the like. The game 
is to give the correct title of each piece and name its composer, as you hear it played. The correct 
naming of each piece counts three points; naming each composer counts two points; and the possible 
score, for the whole twenty compositions, is 100 points. This novel and unique rating game will not 
only test your own musical knowledge and memory, but will afford a chance for hours of fun with 
your friends. 


71436 1.50 


PLAY ME ANOTHER, Medley No. 2. (Iwenty Excerpts from Grand Operas) 71686 1.50 
(Compiled and edited by Robert Armbruster and G. W. Harris) 


-4 500}- : aa 


INTERPRETERS LIST 
-@5(Q)* 


*Oyroe 


Rosert ARMBRUSTER—continued 


“PRINCE OF PILSEN” Selections: Stein Song (Old Heidelberg); 
Sweetheart, I'll Love You Forever; The Message of the Violet; 
The Widow : . : : 5 : Gustav Luders 71399 2.25 


F irsT produced at the Tremont Theatre, Boston, on May 21, 1902, ‘‘The Prince of Pilsen”’ swept the 
country from coast to coast and for years enjoyed a remarkable popular success. It is filled with 
lively, tuneful, and exhilarating music of the sort that is always popular and easily caught up. That 
this clever, felicitous and facile music is perennially delightful is proved anew by this very attractive 
Duo-Art Record. 


Sere DADINE  —  . .lCCCtCW;CSCtwSCOCG abriel Marie §=—-71428 2.00 


Cerinne in its lilting melodiousness, its bright harmonies and wittily clever ornamentation, and 
above all in its Gallic grace and spirit is this ‘‘Serenade-in-jest’’ by the accomplished Parisian com- 
poser Gabriel] Marie. One has only to hear Mr. Armbruster’s performance of this justly popular piece 
to succumb to its fascination, for he has not only played it with technical perfection, but has im- 
parted its lightness and deftness of touch, its happy playfulness, its gay and sparkling fancifulness 
and its distinctive charm. 


“LA SONNAMBULA” FANTASIA, Op. 27 
On Themes by Vincenzo Bellini Meee isnace Leypach ~~ 71139 2.25 


Bless is one of Leybach’s brilliant and fascinating piano works of operatic inspiration—a ‘ ‘Fantaisie 
Brillante’ on the leading melodies of ‘‘La Sonnambula’’ (produced at Milan, in 1831), which is 
replete with pure and graceful and tender melodies. The opera is an idyllic musical presentation of a 
simple little pastoral story, and as a whole is perhaps the happiest example of Bellini’s naive charm. 
Mr. Armbruster has recorded this bright and charming Fantasia very beautifully. 


“SWEETHEARTS” Selections: On Parade; For Every Lover Must Meet His 
Fate; Mother Goose; Angelus; Cricket on the Hearth; Jeannette 
BeeeitersvOodemahocss . 5. « -. . . £Véector Herbert - 71559 2.25 


Owz of the outstanding successes in that amazing continuity of popular successes that constituted 
the career of the late Victor Herbert, America’s uncrowned monarch of light opera, ‘‘Sweethearts,”’ 
comic opera in two acts, with a libretto by Harry B. Smith and Fred de Gressac and lyrics by Robert 
B. Smith, was first produced in Baltimore, on March 24, 1913. The petite and dainty Christie Mac- 
donald headed the cast of chatacters as Sylvia, Princess of Zilania. The plot developed a pretty love 
story derived from an old Flemish fairy tale, and gave Herbert full scope for the exercise of his 
peculiar talents in the creation of deliciously melodious, bright, and catching music which, along 
with its irresistible melodic appeal, is subtly imbued with an ingenious, picturesque suggestiveness 
and with the novelty of a slightly exotic atmosphere and freshness of coloring. Victor Herbert was 
at the zenith of sure mastery when he wrote ‘‘Sweethearts’’ (it seems almost incredible that it was 
the thirtieth operetta composed by him), and it was no wonder that it speedily became a great 
popular favorite throughout the country. 

That its music is unfading in freshness, beauty and delight is proved by the group of six excerpts 
—each a sparkling gem in its way—incorporated in this exceptionally fine Duo-Art Record. This 
medley is one of the most expertly fashioned and one of the most delightful yet achieved by Robert 
Armbruster, who arranged it from the orchestral score, and his recorded performance is replete with 
orchestral effects not to be found in any ordinary piano version of operatic music. 


Mut (Novelettc). . . °. «. Walliam Axt and Erno Rapee 71577. 1.75 
Additional Duo-Art Record by Irene Scharrer 

we (See also Pages 242-243) 

oemeeomiN D MINOR. .  . . . +: «- Domenico Scarlatti 70919 2.25 


Hare is a delightful little musical antique, most skilfully and charmingly recorded by the richly 
gifted young English pianist, Irene Scharrer. In Domenico Scarlatti’s time (200 years ago) a ‘‘sonata”’ 
was simply what the original Italian meaning of the word indicated—that is, an instrumental 
“‘sound-piece,”’ in contradistinction to a ‘‘cantata’’ (vocal composition)—and not at all the modern 
cyclical form of instrumental composition in three or four extended movements, to which the name 
has come to be applied. Yet Scarlatti has been called the inventor of the sonata, because the pieces 
he wrote under this title foreshadow the modern form in the contrasting moods of their principal 
themes and the key relationship in which the themes are presented. This Sonata in D Minor is a fine 
example of the sheer tonal beauty, the masterly workmanship, the abounding spirit and grace and 
good humor of the old Italian Maestro, who was one of the pioneers of musical art. It has the cool, 
refreshing beauty of an antique marble statue. It is today as fresh and as appealing as when it was 


written. 
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Additional Duo-Art Records by Guiomar Novaes 


(See also Pages 232-236) 


BALLET DES PAPILLONS, Op. 69 (The Butterflies’ Dance) Benjamin Godard 71870 2.50 


Tusar tonal poetry of imaginative picturesqueness, that Gallic spirit of ardor and liveliness and vim, 
that elegant finish and distinction of style which characterize the work of the distinguished French 
composer, Benjamin-Louis-Paul Godard—Parisian of the Parisians—are delightfully exemplified in 
this exquisitely graceful “‘Ballet des Papillons.’’ Its gay little wisps of melody, its brightly colorful 
and sparkling harmonies, its varying moods and rhythms, all are utilized and combined withrareskill 
and nicely perfected art to evoke for the listener a beautiful little musical picture of gorgeous butter- 
flies ‘“dancing,’’ darting and flashing in pellucid sunshine. 


THE. LITTLE WHITE DONKEYS@ Histoites, Now.) Jacques Ibert 71070 2.50 


Waenever Mme. Novaes places this novel bit of modern French music on her recital programs, 
which she does frequently, her playing of it always arouses such an outburst of spontaneous and in- 
sistent applause that she has to repeat it. And no wonder, for it is a very clever, lively, and attractive 
little genre picture in tones, and its frank and infectious humor makes instant appeal. It is sur- 
prisingly novel and bright in harmony, and subtly suggestive in its varied rhythm. It is both vivid 
and realistic in effect, but subtly so with a rare skill in the employment of perfectly legiti- 
mate, not to say ordinary, musical materials to produce a piece that is at once genuinely humorous, 
and in its own individualistic way genuinely beautiful, also. 


ROMANCE, Op. 45,No.1 . . . .  .—..~—S. Alfred Gruenfeld 7122-3 2.75 


Tins “Romance” by the distinguished Bohemian pianist-composer, Alfred Gruenfeld, immediately 
caught the public fancy on its first publication, and has gone on increasing in popularity from year 
to year. And it richly deserves its popularity. Its appeal is directand unsophisticated—thesure appeal 
of ingratiatingly sweet and beautiful melody, skilfully made to soar and sing to a rich harmonic 
accompaniment in effective and nobly beautiful chord progressions, graced with occasional bell 
tones that add a piquant effect. A middle section containing a sprightly figure in staccato notes, in 
a more rapid tempo, forms a lively and telling contrast to the main part of the piece which con- 
stitutes the opening and is repeated as the closing section of the composition. Mme. Novaes has 
played this captivating piece very beautifully,indeed, making its lovely melody sing entrancingly. 


Additional Duo-Art Record by Wanda Landowska 


(See also Pages 241-242) 


ANDANTE IN F MAJOR (‘Andante Favori’’) Ludwig van Beethoven 71350 2.50 


Bezrnoven completed his famous “‘Waldstein Sonata’’ in 1804. As he played it for his intimates 
(before its publication) it contained as the second of its three movements a long Andante. One of his 
friends remarked to him that the sonata was too long, for which he was terribly taken to task by the 
composer. But after thinking it over quietly by himself for a while, Beethoven became convinced 
that his friend was right. So he took this Andante out of the sonata and published it as a separate 
piece. “Because of its popularity,”’ says his pupil, Carl Czerny, ‘‘(for Beethoven played it frequently 
in society) he gave it the title ‘Andante Favori.’ I am the more sure of this since Beethoven sent me 
the proof together with the manuscript for revision.”’ 

This ‘‘Favorite Andante’ is one of the loveliest of the many pieces of music in slow tempo in 
which Beethoven showed his marvelous mastery. It was undoubtedly inspired by his love of Nature 
(as was, indeed, a considerable part of his most beautiful music), and it is a fine example of the result 
of such inspiration. Quite as pastoral in feeling as his famous ‘‘Pastoral Symphony,’’ this Andante 
brings to the listener, in a message of supernal joy, the meditative, brooding spirit of the countryside 
as it spoke to the heart of the artist and was transmuted by his brain into sonorous forms of ineffable 
and unfading beauty. 


Additional Duo-Art Records by Coenraad V. Bos 


(See also Pages 266-268) 


ALLELUJAH! (Accompaniment for High Voice, in F) 
Wolfgang Amadeus Mozart 13158-S 2.00 
MY MOTHER BIDS ME BIND MY HAIR (Song Accompaniment in A 
Major) . ADS shel roe Franz Josef Haydn 13198-S 2.00 
THE ROSARY (Song Roll, with Words) . . . Ethelbert Nevin 103278 2.00 
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Additional Duo-Art Records by Nadia Reisenberg 


(See also Pages 251-253) 


Bae CAROLLE (From The Seasons’), Op. 37A, No. 6: June 
Peter Ilich Tchaikovsky 71289 2.25 


Tas is a Barcarolle of the highest type—not merely a suggestion of the motion of a gondola on a 
romantic and moonlit Venetian canal, but there is also a longer swell, in the rising and falling 
phrases, denoting the movement of the water itself, over which the boat glides. And there is variety 
as well as charm in the melody. At first a simple song simply sung, it develops into a pretty duet of 
typical Italian grace; then, later, the boating party joins in a rollicking chorus. At the end gently 
rippling arpeggio chords complete the illusion of shimmering moonbeams on the water as the bark 
drifts away into the silence. 


See ZO VALSE . ; . . Moritz Moszkowske 71530 2.50 


Se) Beas much a Scherzo in its spirit of jollity and frolicsome fun, as it is a Waltz in form and 
rhythm and tempo, this piece is a musical embodiment of the quintessence of grace. It is imbued 
with the characteristics of Moszkowski’s mastery and distinction of style in his chosen field—that 
is to say, it is romantic in conception, fanciful, original in treatment, melodious, harmonically 
bright and filled with genuine color, rhythmically striking as well as graceful; it has lightness as well 
as dash and spirit; and it is finely, exquisitely wrought. As Nadia Reisenberg here plays it, it is a 

_ sheer delight to listen to, for she has caught the spirit and evoked the atmosphere of this semi- 
on music, and has beautified her interpretation with subtle shadings and delicate pianistic 
effects. 


Additional Duo-Art Record by Gitta Gradova 


(See also Page 254) 
ETUDE IN F-SHARP, Op. 36, No. 13 . ‘ : 2 . Anton Arensky 71520 2.50 


Bis piece is a beautiful exemplification of the essentially lyric quality of Arensky’s genius. Its 
main theme, a sincere, impressive, and original melody, of adorable beauty, is enunciated in chords 
to an accompaniment of rapid and brilliant runs, first in the treble, then in lower register, and finally 
back again to the upper half of the keyboard. It is a fine, spirited, stirring and exacting piece of 
writing—an ‘‘Etude’’—that appeals to the pianist by reason of its musicianly quality and workman- 
ship as well as its beauty. To the music-loving layman it is peculiarly delightful, particularly when 
played as Gitta Gradova has here recorded it, not alone with technical perfection and exquisite 
smoothness, but with full command of its effective contrasts and with fine spirit and verve. 


Additional Duo-Art Records by Frank La Forge 


(See also Pages 269-270) 


THE BANDOLERO (Accompaniment for Low Voice, in B-flat) Leslie Stuart 13037-S_ 1.75 
HILLS (Accompaniment for Soprano, in E Minor) . . Frank LaForge 13098-S 2.00 


I LOVE THEE (Accompaniment for Medium Voice, in F) 
Ludwig van Beethoven 13088-S 2.00 


REQUIEM (From Stevenson’s ‘“‘Underwoods’’), Op. 15, No. 2 (Accompani- 
ment for Low Voice, in G-flat) mee ete Szaney tomer 13008-S 2.00 


THE WIND’S IN THE SOUTH (Accompaniment for MediumVoice in D-flat) 
John Prindle Scott 13018-S_ 2.00 


Additional Duo-Art Records by Andre Benoist 
(See also Pages 271-272) 
ANDANTE CANTABILE (Violin Accompaniment) P. I. Tchatkovsky 13168 2.00 


ON WINGS OF SONG (Violin Accompaniment) . 
Felix Mendelssohn-Bartholdy 13148 2.00 


THE OLD REFRAIN (Viennese Popular Song) (Violin Accompaniment) 
Fritz Kreisler 13078 2.00 


(a) VALSE IN A MAJOR, Op. 39 Me ear ia Johannes Brahms | 
(Transcribed by David Hochstein) 13189 2.25 
(b) VALSE IN G MAJOR, Op. 70, No.1  . ~— Frederic Francois Chopin 
(Transcribed by Albert Spalding) 
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Additional Duo-Art Records by Ralph Leopold 


(See also Pages 299-303) 


_ LOHENGRIN: —Excerpts trom Act laPrelude; Elsaissiream 
Richard Wagner 71790 2.50 


Lonencnin’’ was the first of Wagner’s operas to win general acceptance, and still remains the 
most popular. It was first staged at Weimar in 1850, under the direction of Franz Liszt, but Wagner 
himself (at that time a political exile) did not hear a performance of it until eleven years later. The 
prelude—a marvelous web of sound woven of one single theme—besides being a miracle of con- 
trapuntal ingenuity is one of the most poetical of Wagner's conceptions. In it he depicts the bringing 
to earth by angels of the Holy Grail, the vessel in which Joseph of Arimathea caught the last drops 
of Christ’s blood upon the cross. In the pure radiance of a spotless sky, as the Grail motive sounds for 
the first time pianissimo in the highest register of the violins, a tiny white cloud forms in the zenith, 
steadily increases, and descends as the music increases in volume, and anon resolves itself into a choir 
of white-robed angels, the bearers of the sacred cup. Nearer and nearer they come, until, as the Grail 
motive reaches a passionate fortissimo, they touch the earth and deliver the Holy Grail to the band of 
faithful men who are consecrated to be its earthly champions. Their mission accomplished, the 
angels swiftly return. The music grows fainter and fainter as they disappear, and fades away as we see 
again naught but the cloudless sky. 

In the music of Elsa’s Dream—‘‘I saw in splendor shining a knight of glorious mien’’—we hear 
in succession the motives of Lohengrin, Glory, and Elsa. The whole scene is drenched with intense 
melodic beauty. 


““LOHENGRIN’’—Excerpts from Act I (Part 2): Elsa’s Promise to Lohen- 
grin; The King’s Prayer; Quintette; Finale . Richard Wagner 71940 2.50 


In the first act of “Lohengrin’”’ Elsa of Brabant is charged by Count Frederick of Telramund, at the 
instigation of his wife, Ortrud, with the murder of her young brother, Godfrey, who has disappeared. 
King Henry the Fowler (King of Germany from A. D. 918 to 936), who is sitting in judgment, is im- 
pressed by Elsa's apparent innocence and allows her a champion. After a second summons by the 
heralds, there appears in a distant bend of the river Scheldt a boat drawn by a swan in which stands 
a knight clad in silver armor. Amid the greatest excitement the knight gradually approaches, and 
finally disembarks beneath the shadow of the king’s oak. He is accepted by Elsa as her champion and 
lover, on the condition that she shall never ask his name or race. If she should violate that con- 
dition, Lohengrin—for this is Lohengrin, the son of Parsifal—must return at once to his father’s 
kingdom. In the ensuing combat Lohengrin overcomes Frederick and makes him admit his perjury, 
Je spares his life. The act ends with public rejoicing over the approaching marriage of Lohengrin 
and Elsa. 
Ralph Leopold has arranged and recorded in masterly fashion a great group of the outstanding — 

musical beauties of this first act. 


NORTH COUNTRY SKETCHES usu elie ele = meaelivegerice slog zas 
No. 1. Autumn—The Wind Soughs in the Trees . nae 71900 2.50 
No. 2. Winter Landscape; and No. 3. Dance ARO hyd 71910, Ge 
No. 4. The March of Spring—Woodlands, Meadows and Silent 
Moors: = 20 Sk) UN 2 ee 71920 2a 
(Played by Ralph Leopold and Percy Grainger) 
(For annotation on these numbers, see page 491) 
‘“TANNHAUSER’’—Act I, Bacchanale . . . . Richard Wagner 71780 2.50 


Myers third opera to win success on the stage, ‘“Tannhauser and the Singers’ Contest at the 
Wartburg,”’ was first produced at Dresden in 1845. By the time he composed this work Wagner’s 
constructive powers had matured to a remarkable extent; musically he had gone further than before in 
freeing himself from the conventionalities of the Italian school, and in ‘‘Tannhduser’’ he had a 
story of far deeper human interest than any he had utilized before—‘‘the tale which never grows old 
of the struggle of good and evil for a human soul, the tale of a remorseful sinner won from the powers 
of hell by the might of a pure woman’s love.”’ 

In 1861 opportunity was afforded for staging ‘“Tannhauser’’ at the Paris Opera, and in the hope 
(vain, as it turned out) of satisfying the French tradition demanding a ballet in every opera, Wagner 
revised the first act and composed the ‘‘Bacchanale’’ as the opening scene of the opera. At this time he 
had completed ‘‘Tristan and Isolde’’ and was well on with the composition of ‘‘The Ring of the 
Nibelung.”’ He utilized the musical themes of the original version, but developed them in the 
marvelous style of orchestration employed in his later works, so that these ages stand out among 
his great achievements. He also introduced a few new themes. The motive ae the Venusberg (Realm 
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Ratex Leopotp—continued 
of Venus) and several themes of the dancing bacchantes are the most important. As the revelers 
retire there appears the motive of Venus, very elaborately developed, and then those of the Sirens 
and Love’s Longing. 

Declaring this ‘‘the most tumultuous, dissonant, and delirious composition ever written,’ 
Henry T. Finck said: ‘“‘We may realize the voluptuous fancies of an opium-eater, without the bad 
after-effects, by simply listening to this music.”’ 


“TRISTAN AND ISOLDE’’—Excerpts from Act II: Prelude; and First Scene 
Richard Wagner 70920 2.50 


‘Taz scene of the Second Act of ‘‘Tristan and Isolde’ is a beautiful garden adjoining King Mark’s 
Castle in Cornwall. In the radiant summer night Isolde is with Brangaena, impatiently waiting for 
her lover. A torch is burning, the extinction of which is to announce to Tristan that all is safe for a 
clandestine meeting. Gradually dying away in the distance we hear the forest horns of the King’s 
hunting party. The infatuated Isolde fancies these sounds are but the murmuring of the leaves in the 
gentle breeze. The sober Brangaena knows that they are the horns of the King’s attendants, and 
suspects that the hunting expedition is a mere sham to put them off their guard. For one of the 
courtiers, Melot, is jealous of Tristan, and has resolved to betray him to the King. But Isolde is deaf 
to Brangaena's warnings. She dashes the torch to the ground, where it is extinguished; and almost 
at once Tristan comes, as if borne along on the tumultuous tone-waves of the music. 

The Prelude begins with the motive of Day, and this is followed by the restless motive of Im- 
atience. The rest of the Prelude is built up on the motive of Ardor, Desire and Passionate Transport. 
he hunting horns are heard, and a beautifully tranquil section accompanies Isolde’s Sel to 

Brangaena that fear deludes her ears, no sound or horns was ever so sweet; it is only the murmuring 
of the nearby fountain and the gentle rustling of the leaves. The above named motives appear many 
times. Later are added those of the Love Goddess and the Song of Love. The closing bars bring a 
broad and overpowering development of the motive of Passionate Transport. 


“TRISTAN AND ISOLDE’’—Excerpts from Act II: Love Duet; and 
Beeeacnas Warning), <9. . : - Richard Wagner 71030 2.50 


Conrmvuine his series of superb Duo-Art Rolls of excerpts from Wagnet’s masterpiece of poetic and 
tragic love, “Tristan and Isolde,’’ Mr. Leopold has here recorded the ineffably and enchantingly 
beautiful Love Scene in the garden of King Mark’s Castle in Cornwall, which forms the climax of the 
second act. Concerning this scene, the late Henry T. Finck wrote: 

“In words and tones that are the very onomatopoeia of passion, the elemental language of 
emotion, a wonderful love-duet follows, in which the praises of night are sung as against the spiteful 
day, whose symbol, the torch, had so long delayed the meeting of the lovers. In a mutual embrace, 
forgetful of all the world, they gradually sink down on a flower-bench. The bench is on the stage, 
the flowers are heard. The orchestra becomes a perfect Oriental garden of fresh and fragrant melodies, 
some of them, like tuberose or hyacinth, almost overpowering in their sweetness. The scene is one 
long nocturne, in which the dreamy, sweet, and exquisitely tender, leads gradually to an outburst of 
excitement and unbounded passion which is the superlative climax of a// music. 

‘At its very climax this enchanting love-scene is cruelly interrupted. Brangaena’s suspicions were 
well founded. The King, followed by Melot and attendants, suddenly appears and addresses a string 
of bitter reproaches to his nephew and benefactor. Tristan, still in the trance of love, replies dreamily 
that he has nothing to say, then turns to Isolde, asks if she will follow him to the land where the 
light of the sun does not shine, and kisses her gently on the forehead. At this Melot rushes forward, 
shouting, ‘Treason,’ and stabs him..... 

“Tn that love-duo Wagner has achieved for music what Shakespeare did for the expression of 
love in poetry; and as Shakespeare’s treatment of romantic love has been the model for poets ever 
since, so this duo will remain be centuries the fount of inspiration for all writers of amorous music.”’ 

The opening bars of the Love Duet announce the motive, Invocation to Night, the last two 
notes of which ate then frequently repeated to a great variety of beautiful, harmonic modulations. 
After a development of the motive of Day, that of Night the Revealer is given twice in its entirety; 
then follow several reiterations of a part of the motive of Felicity, also Day, and at the climax 
Death the Liberator. The exquisitely becueal music accompanying Brangaena’s Warning is made 
up of many interweaving melodic strains, including reminiscences of the motives of the Invocation 
to Night and Night Revealer. The excerpt closes with the charmingly tranquil and peaceful Felicity 
and Death the Liberator. 


“TRISTAN AND ISOLDE’’—Excerpts from Act HI: Prelude; Scene Between 
Tristan and Kurvenal; Isolde’s Liebestod : Richard Wagner 71110 2.50 


Tx opening of the last act shows Tristan lying wounded and unconscious in his castle in Brittany, 
tended i Kurvenal, his faithful henchman. He is roused by the news of Isolde’s approach, and as her 
ship comes into sight he rises from his couch, and in wild delirium tears the bandages from his 
wounds. Isolde rushes in just as he breathes her name, and he falls lifeless in her arms. Another ship 
approaches. It bears King Mark, who comes not to chide but to pardon. Kurvenal, however, does 
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not know this, and defends his master’s castle with the last drop of his blood, dying at last at 
Tristan’s feet, while Isolde chants her death-song over her fallen lover in strains of celestial loveliness. 

The Prelude opens with the motive of Solitude, in the first notes of which is heard the feeling of 
despair; and in the ascending phrase, the infinity of the ocean. A new figure expresses Tristan’s Dis- 
tress. In the opening scene the motive of Kareo] appears as Kurvenal recalls to Tristan’s memory the 
happy period of his youth. The motive of Joy follows, as Tristan in his fever thinks that he sees 
Isolde coming. Then there is a dramatic return of Tristan’s Distress. The shepherd’s pipe is heard in 
the distance, playing the motive of Sadness. Tristan’s tender thoughts of Isolde are indicated by the 
Love Potion motive. The early part of the Liebestod is built on the Song of Death, followed by 
Ecstasy and Desire. A stupendous climax is built up by a marvelous development of the motives of 
Passionate Transport and Desire. At its pinnacle Passionate Transport is combined with the motive 
of Day. The music dies away to the strains of Passionate Transport, and, finally, Desire Fulfilled. 


Additional Duo-Art Record by George Gershwin 


(See also Page 289) 


RHAPSODY IN BLUE, Part I ee ae ee a George Gershwin 70947 


Hie is a piece of American music, throbbing with vitality, energy, the zest of life; and unmistak- 
ably typifying the spirit of Young America of today. It is jazzy, yes; but there is a deal more than 
jazz in this extraordinary work. It is a rhapsodical fantasia of glamorous popular appeal, and it dis- 
closes a gift for creating new and original melodies, a real talent for the invention and mane 
of striking rhythms, a felicity in the arrangement of form, and an astonishing skill in handling for 
artistic ends the new harmonies produced by American jazz bands. Mr. Gershwin himself has ar- 
ranged it for piano solo, and has recorded exclusively for the Duo-Art Piano a brilliant and masterly 
performance of it. 


Additional Duo-Art Records by Phil Ohman 


(See also Page 290) 


MAYBE. From “‘Oh, Kay!’’ (Song Roll, with Words) George Gershwin 103255 


NO 


ONE KNOWS (Song Roll, with Words) . . . Westall Gordon 103425 


SOMEONE TO WATCH OVER ME. From ‘‘Oh Kay!’ Gong Roll, with 


Words) 5S: George Gershwin 103205 


WHEN TWILIGHT COMES (Song Roll, with Words) H. J. Tandler 103505 


A Duo-Art Record by Jacob Bellin 


JEWISH NATIONAL HYMN—Hatikvoh Hope)” ae Pan la aes ae eee ce er 


A Duo-Art Record by Florence Bennett 


THE SHEPHERD BOY, Op. 4 : ; ; Grenville Dean Wilson 71196 


A Duo-Art Record by Rube Bloom 


SOLILOQU Y A ie a) CIE Ce Rube Bloom 71477 


A Duo-Art Record by Mary Helen Brown 


GOD TOUCHED THE ROSE (Accompaniment for Medium Voice, in E-flat) 


Mary Helen Brown 13046-S 
Duo-Art Records by Fred Colber 


HONEYMOON SUITE—PartI é Fred Colber 71596 
NOVELE LTE soe : ; : : : : ; Fred Colber 71708 
EACIEIGSSUITE—-Non5 ; ; ee : : Fred Colber 71586 
HEE ROSARY ~, : : ; 2 : ; ‘ : . Ethelbert Nevin S-71716 


A Duo-Art Record by Marian Coryell 


PIG. WHISTLE: ANDSPUSSa'N «BOOTS ee sot alee eesViarien Coryell 70976 
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Abram Chasins 


A BRAM CHASINS, young American pianist-com- 


poser, whose strikingly modern, novel, imagina- 

tive and whimsically humorous piano pieces have 
madea sensational success wherever they have been heard, 
has contracted to record his playing exclusively for the 
Duo-Art Piano. 

Born in New York City of Russian parentage in 
1903, Abram Chasins showed unusual musical gifts in 
eatly childhood. When seven years old he came under 
the sympathetic guidance of Bertha F. Tapper, who 
supervised his development until her death, four years 
later. A little later he won scholarships at the Ethical 
Culture School and at the Institute of Musical Art, 
pursuing his musical studies at the latter named school 
for two years. 

After several years of study with Ernest Hutcheson, he entered the competitive exam- 
inations of the Juilliard Foundation and won awards in both piano playing and composi- 
tion. Thus he was enabled to study composition with Rubin Goldmark. In 1926 he enjoyed 
the rare opportunity of travel and study with Josef Hofmann, who later appointed him a 
member of the faculty of the Curtis Institute of Music. 
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Duo-Art Records by Abram Chasins 


PEPTATION IN°A CHINESE GARDEN... sis | 
MME GR IN HONGKONG... . .__—..:*(42### Ghasims 71729 2.25 


Tue “Blirtation in a Chinese Garden’’ was written for the white keys only, and it contrives some 
ingenious and amusing dissonances in C Major. “‘It interprets,’’ says Mr. Chasins, “an up-to 
date flirtation in the Orient. The character of the opening is light and fluttering as an artfully waved 
fan. I must confess to plagiarism in the middle section.Doubtless you will remember the tune, ‘Where 
Did You Get That Hat?’ I saw the enamored Chinese swain vaulting the garden gate; he wears one of 
those absurd Chinese bowlers. The modern, if Chinese, young lady inquires with sarcasm, ‘Where 
DID you get that hat?’ I altered this theme so as to make it Oriental in feeling and developed it in 
my own fashion. The close flutters and waves as uncertainly as the beginning, indicating that this 
little flirtation will not be the last.”’ 

Concerning the second piece, the composer writes: ‘Nobody seems to know whether or not 
Hong-Kong has a rush hour. But if there is, or ever will be one, this is what it will sound like! I 
picture Kat Street, with all the assurance of one who has never been there, during the rush hour, 
which should certainly be at midday. The countless little people—they are very little—are tearing 
around tirelessly. Coolies whizz past, pulling bewildered Oriental passengers in their rickshaws. 
Everyone is jabbering and gesticulating and running, running, running.”’ 


MEPITANGHAI TRAGEDY .,. ..: =. . - <AbramChasins T1739 2.25 


Tas composition, Mr. Chasins tells us, ‘‘was suggested by Florence Reed’s performance in ‘The 
Shanghai Gesture.’ It is in no sense a musical translation; it is an impression of the play. The ‘Shang- 
hai Tragedy’ begins with dawn in a Chinese city; a city which is on the threshold of tragedy. The 
reiteration of the theme insists on the inevitable end toward which all events are tending. The com- 
position moves steadily towards the culmination of the tragedy. Emotional unrest follows, and the 
Jast section portrays the sinister day blurring into night. There is Oriental depth and mystery in the 


dase bats.” 
Duo-Art Records by Louis Elbel 
COQUETTE WITH A FAN CO A ie ee veoeledis Bloch, 6221] li 
Gee IIE WITH A SERIOUS LOVER... +) =); Louzs Elbel S-31627 1.75 
A Duo-Art Record by Zo Elliott 
LONG, LONG TRAIL (Song Roll, with Words. . . Zo Ellzoiz * 103415°°1.25 
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Additional Duo-Art Records by Henri Bergman 


(See also Page 395) 


BATILE HYMN OF THE REPUBLIC (Song Roll, with words) » \. | 103375 ieee 


Woes Julia Ward Howe, on a visit to Washington in December, 1861, heard the Northern soldiers 
singing “John Brown’s Body’’ she was deeply impressed by its effectiveness as a marching song. 
Noticing her enthusiasm, the Rev. James Freeman Clarke said to her, ‘You ought to write some new 
words for that tune.’’ Mrs. Howe readily consented to the suggestion, and “Mine eyes have seen 
the glory of the coming of the Lord’’ was the result. According to Louis C. Elson, the evolution of 
the tune can be briefly summed up thus: ‘‘A Methodist camp-meeting song, sung in some of the 
colored churches of the South, familiar in Charleston, and even made up into a firemen’s song in 
that city; then a camp-song of a rather ribald style, carried into fame by the Twelfth Massachusetts 
Regiment; then an abolition ode by Edna Dean Proctor; finally ‘“The Battle Hymn of the Republic’’ 
by Julia Ward Howe. It was the rhythmic swing of the tune that caused the song to spread so widely 
and so rapidly; it is one of the best marching-melodies in existence.” 


DEAR LITTLE BOY OF MINE (Song Roll, with Words) Ernest R. Ball 103545 1.25 
EGERIA, Op.35 0. «ww. Ernest Richard Kroeger 71566 1.50 


Jah bright and iridescent as a glistening fountain’s spray is this clever and charming little piece by 
the scholarly American composer, pianist and organist, Ernest Richard Kroeger, whose home is in St. 
Louis. As an indication of its inspiration, the printed score bears the following prefatory note: 
““Egeria was one of the Camenae, or Nymphs of fountains. She loved Numa, the second Roman king, 
and gave him lessons in wisdom and law which he utilized when making the young nation’s laws. 
After Numa’s death Egeria pined away and was changed into a fountain.’’ With its singing melody 
in a succession of beautiful chords and its rapid, dashing, s arkling harmonic accompaniment of 
short notes in the treble, the piece is a skilful, successful and delightful musical picture of the in- 
cessant play of a fountain’s waters flashing in the sunshine. 


FORSAKEN (Song Roll, with Words) . . «©  . Thomas Koschat ~103455@qieos 
NO NIGHT THERE (Song Roll, with Words) . Hart Pease Danks 103335°0iees 
SILENT NIGHT, HOLY NIGHT (Song Roll, with Words) Franz Gruber 103565 1.25 


Is simplicity, tender beauty, and deep sincerity have made this Christmas hymn a universal favorite. 
It has a curious and interesting history. Its authorship was long lost sight of, and it was published 
in many editions as an old German folk-song. It somehow came to be attributed to Michael Haydn 
(Franz Josef’s younger brother), who was a prolific composer of church music. But the researches of 
Professor Ludwig Erk have established the fies that it was composed by Franz Gruber, an Austrian 
schoolmaster, who was born in 1797 and died in 1863. The words were written by Joseph Mohr, an 
assistant priest in the parish church of Oberndorf, near Salzburg. It was first sung in that church in 
1818, when Mohr sang the tenor part, Gruber the bass, and the choir was made up of young women; 
while the accompaniment was played on a guitar. Several years later a company of Tyrolean singers 
placed the song in their repertory and thus launched it toward world-wide popularity. 


SONGS OF BYGONE DAYS, Roll No. 1—Clementine; Little Brown Jug; 


Sweet Adeline (Song Roll, with Words) 103227) tag 
SONGS OF BYGONE DAYS, Roll No. 2—Long, Long Ago; Alice, Where 
Art Thou? (Song Roll, with Words) . . 103267) lege 


TEDDY BEAR’S PICNIC - « “1  . 9. .  . John W. Bratton” 7193 7m 


Duo-Art Records by Arthur D. Duclos 


PLAYING PIANO BY HARMONY DIAGRAMS, Roll No. 1—(Using first 
the Right Hand, then Left Hand) . . . Zay Rector Bevitt 9098 2.00 
BREEZES OF THE NIGHT . J. S. Fearis EVENING SONG . Arr. from Gottschalk 
THE MERMAID’S SONG C.M.Von Weber IN HAPPY YOUTH . Cornelius Gurlitt 


SEA W Vee. Geahc ae : . Kohler 
PLAYING PIANO BY HARMONY DIAGRAMS, Roll No. 2—Using first 
Right Hand, then Left Hand). .. . . . Zay Rector Bevitt 9108 2.00 
THE SLEEPY FLOWERS . Zay Rector Bevitt SILENT NIGHT . . . .. Gruber 
THE LITTLE MARCH . . . Gurlitt SUNDAY MORNING ..__._ Bevitt 
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A Duo-Art Record by Lucien Denni 
FORGOTTEN PERFUMES (Song Roll, with Words). Lucien Denni 103435 


Additional Duo-Art Record by Anis Fuleihan 


(See also Page 371) 


VALSE IN D-FLAT, Op. 70, No. 3 (Alternating Roll) — Frederic F. Chopin S-31688 


A Duo-Art Record by Emilie Goetze 


ANNIE LAURIE VARIATIONS (Musical Silhouettes) Pegs) LaOo 
(Arranged by Johannes Goetze in the styles of the Great Composers) 


Duo-Art Records by Lawrence Goodman 


BGSASY >. ene Alvin!) Wiggers’ "81128 
HUMORESQUE, Op. 10, No. Ss eee Serge: Rachmaninoff S-31618 
‘CmeeviIENNA .°. : Leopold Godowsky 71178 


PIERROT REVEUR, Op. 48, No. 5 (From ‘ ooteal Mignon’’) 
Eduard Schuett 71210 


Duo-Art Records by Philip Gordon 


Remence,Op.45,No.1) 4...  ._... =. «. Alfred Gruenfeld. . 71848 
ReeePUGILLE, Op..85)No.l.° =... Rudolf Friml 71958 


Additional Duo-Art Record by Frank H. Grey 


(See also Page 394) 


LITTLE BLUEBIRD OF MY HEART (Song Roll, with Words) 
Frank H. Grey 103355 


A Duo-Art Record by Leonard Grinnell 


THREE LITTLE ODDITIES—(1) Impromptu; (2) Novelette; (3) Romanza 
Zex Confrey S-31698 


A Duo-Art Record by Bernard Hamblen 
YOU (Accompaniment for Low Voice,inC) . . Bernard Hamblen 13137-S 


Additional Duo-Art Record by Hugh Hodgson 


(See also Page 373) 


Gece OR GEFIOHAND) 2) re eee Pickhert 71368 
BeeenaADE. . Meee Me re Se Sinding 


Additional Duo-Art Record by Daisy Hoffman 
(See also Page 348) 


A GRINGO TANGO (No. 3, From ‘‘Five American Dances’’) 
Eastwood Lane S-31567 


Duo-Art Records by Helen S. Leavitt 


CHARACTERISTICS IN MUSIC, Roll. No. 1—‘‘Dixie’’ in the styles of 
Bach, Wagner, Beethoven, Bizet and Johann Strauss Helen S. Leavitt 70968 
CHARACTERISTICS IN MUSIC—Believe Me If All Those Endearing Young 
Charms . Thomas Moore S-71518 
(Arranged by Helen S. Leavitt) 
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Maurice Jacquet 


AURICE JACQUET is a distinguished French 
\ / pianist, conductor and composer, who has made 
his home in New York since 1924. He made his 
first American appearance as a conductor with the 
National Odeon Theatre of Paris, and as a composer 
with “Spanish Love,’’ and later as a concert pianist. 
He received his musical training from such masters as 
Thome, Pessard, Guilmant, and Luigini, and for several 
years took an active part in the musical life of Paris. He 
has composed twenty-one stage works, including lyric 
dramas, comic operas, operettas, and ballets, and has won 
several important prizes. 


Duo-Art Records by Maurice Jacquet 


“LA BOHEME''—Excerpts From Act I: Prelude; Rodolphe’s Aria; Mimi's 
Atias GoverDuct , : ; Giacomo Puccini 71800 2.50 


We its fresh and abundant melodiousness, Puccini’s ‘‘La Bohéme,”’ first produced at Turin in 
1896, is one of the most masterly as well as most popular of modern operas. Its four scenes chosen 
from Murger’s famous novel introduce the romantic poet Rodolphe, struggling with love and 
poverty; Marcel, the optimistic painter; Schaunard, the eccentric musician; Colline, the cheerful 
philosopher; the coquettish Musette; and Mimi, the pathetic little grisette. Only a few chapters in 
their Bohemian life are depicted, but rarely has music been more closely adapted to characters than 
that which Puccini has furnished. 

In the first act the four Bohemians are seen in their Paris attic plunged in despair over their 
empty pockets. Rodolphe sacrifices the manuscript of his tragedy to keep the fire going, and Marcel 
keeps the landlord at bay, until the arrival of Schaunard with an unexpected windfall of provisions 
puts them all in gay humor. Three of them at once go off to a café to celebrate Christmas Eve, leaving 
Rodolphe to finish a poem. All this is but a prelude to the entrance of Mimi, the embroiderer, to ask 
for a light for her candle. Rodolphe and Mimi narrate their several experiences in two arias, and the 
act culminates in a delicious love-duet. 


ckA BOHEME’ ’—Excerpts From Act II: Prelude, Christmas Eve Celebra- 

tion; Entrance of Rodolphe and Mimi; Musette’s Waltz Song; Finale, 

Torchlight: Parade=seayaet | Dee Giacomo Puccini 71939 2.25 
TEs second act of Puccini's beautiful opera of ‘‘La Bohéme”’ really develops the character of the 
coquettish Musette, and takes place in the street before the Café Momus where Musette appears 
escorted by a wealthy banker. She has little difficulty in getting rid of the banker, and flying to the 
arms of Marcel, her old lover. The whole act is a carnival of gaiety; it is a Christmas Eve celebration, 
and the street is filled with a motley crowd—soldiers, students, servants, working girls, grisettes, 
peddlers, and venders of cakes, candies, fruits and delicacies of all kinds, each having characteristic 
bits of chorus, and all handled with consummate skill in concerted effect. 


LOVE-WALTZ. From ‘‘The Love of Sunya’’—(Song Roll, with Words) 
Maurice Jacquet 103365 1.25 


Duo-Art Records by Ernest Leith and Ralph Addison 


ON THE MALL—March ; ; t . Edwin Franko Goldman 71497 1.75 
UNDER THE DOUBLE EAGLE—March : : . Jj. EF. Wagner 713335eae 


WITH FLAGS ALOFT (Spirit of West Point)—March, with Words 
Herman S. Heller 71268 2.00 


Additional Duo-Art Records by Francesco Longo 
(See also Page 376) 
ONCE LUPON A: TIME 28 Ss 36.99 ee eee Edward Boldini S-31738 2.00 
VALSE PRIMROSE . ! ; . . Bernard Barnes 7134700 


e i f 


INTERPRETERS LIST 


Ernesto Lecuona 


RNESTO LECUONA, Cuba's most popular composer and a leader in the musical life 
of Havana, now records exclusively for the Duo-Art Piano. Mr. Lecuona was born in 
Cuba in 1895. He began his piano studies in Havana with Antonio Saavedra. Later he 

became a pupil of Joaquin Nin, professor in the Schola Cantorum of Paris, and after that 
continued his studies under Hubert De Blanck, who is now Director of the National Con- 
servatory of Music of Havana. Going to Spain, he gave a series of classical concerts in Madrid 
with signal success, and also produced in that city for the first time nine operettas, which 
were enthusiastically received by public and press. 

Returning to Cuba, he gave with unprecedented success more than 30 concerts of Cuban 
music and about 100 recitals of classical music in Havana, and founded the Havana Sym- 
phony Orchestra. As a composer his songs and his stage works enjoy popularity not only 
in Cuba, but throughout South America. — 


Duo-Art Records by Ernesto Lecuona 


ANDAR—DANZA (Go Ahead) (Song Roll, with pee) Ernesto Lecuona 103516 1.50 
DARZaA-LUCURNL’. . 3 Ernesto Lecuona 71676 1.50 
FUNERAL (Song Roll, with miroude) Ernesto Lecuona 103526 1.50 
NOCHE AZUL (Blue Night) (Song Roll, ate Words) Ernesto Lecuona 103486 1.50 
PRINCESA DE ABRIL (April Princess) (Song Roll, with Words) 

Ernesto Lecuona 103476 1.50 
SI TU SUPIERAS (If You Only Knew) (Song Roll, with Words) 

Ernesto Lecuona 103496 1.50 

Sines: are beautiful and individualistic songs, skilfully fashioned by a musician who has something 


to say for himself. They are strikingly and beautifully melodious, which means that they are sing- 
able; and they are richly harmonized, and skilfully varied in rhythms and dynamics. 


Additional Duo-Art Records by Constance Mering 


(See also Page 355) 
THE BROOK (Le Ruisseau)—Valse Etude, Op. 25 


Herman Adolf Wollenhaupt 71428 2.00 
Pees FILEURS (Valse Lente). . . . . Rodolphe Berger 71407 1.75 


Additional Duo-Art Records by Frank Milne 


(See also Page 396) 


C’EST VOUS (Song Roll, with Words) : Green, Silver (7 Richman 103385 1.25 
IF YOU SEE SALLY (Song Roll, with Words)  . Walter Donaldson 103315 1.25 
KENTUCKY BABE (Song Roll, with ore) yes Adam Geibel 103345 1.25 
Bee, OF LOVE. ... ee en dt: Eagelmann “71468 2.00 
OLD IRONSIDES—Matrch (With Word re ee Hugo Riesenfeld 713403 1.75 
THE WHIP—March . : ( : ; , Abe Holzmann 71417 1.75 


A Duo-Art Record by Mrs. W. J. Morrison 
Tempe ssrA’) |ltCt(i‘t‘é‘CRS’YT'.. 1... Edward MacDowell S-31648 2.00 


A Duo-Art Record by Edith Penguilley 


CAPRICE HIPPIQUE eee Constantin Sternberg S-31748 2.00 
-{511}- 
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Additional Duo-Art Records by Arthur A. Penn 

(See also Page 393) 

CARISSIMA (Song Roll, with Words, in B-flat). . Arthur A. Penn 103305 
CARISSIMA (Song Roll, with Words, inG) . . . Arthur A. Penn 103405 

Additional Duo-Art Records by Genevieve Pitot 

(See also Pages 338-342) 
DAWN OF TOMORROW Maer as Roll, with ih 22 ~ . © foe Green 035m 
BSPANL DA WALT ZES Sse George Rosey 71458 
THE HAPPY BUTTERFLIES ree TIE? S|, Louis Gregh 71667 
A Duo-Art Record by Mary Lee Read 

TWILIGHT 5 0 EK 200) 7777 ee 


A Duo-Art Record by William Reddick 


NEGRO SPIRITUALS (Accompaniment for Medium Voice): Standin’ in de 
Need o’ Prayer; Wait ‘Till Ah Put on My Crown William Reddick 13118-S 


Additional Duo-Art Record by Elva Faeth Rider 


(See also Page 351) 


TO YOU (Accompaniment for Soprano, inC) .. J. C. Rodenbeck 13126-S 
A Duo-Art Record by James N. Sanford | 
MEDITATION . «© 2.) = 9. 3 6) = WamestiN eS aaj ots a ee 


A Duo-Art Record by John Prindle Scott 
THE WIND’S IN THE SOUTH (High Voice, in E-flat) John Prindle Scott 13108-S 


Additional Duo-Art Record by John Thompson 
(See also Page 361) 
INTRODUCTION AND ALLEGRO, Op. 49 (Two-Piano Duet, Accompani- 
ment Roll, First Piano Part, only) . Benjamin Godard 70939 


This fine Duo-Art Record can be ae also with Orchestra 


Additional Duo-Art Records by Desider Vecsei 


(See also Pages 305-306) 


BY THE SEA (Am Meer) -  . « « Wranz Schubert “71449 
(Transcription by Franz Liszt) 


MusIcaL setting of a lyric by Heine, ‘‘By the Sea’’ is one of the most wonderfully beautiful of 
Schubert's songs. Splendid as it is as a musical portrayal of the sea, the song is all melody, in the 
piano part as well as in the voice. Henry T. Finck declares it ‘so complete a piece of music that one 
might play it forever as a mere piano piece—a song without words—and be quite satisfied.”’ Still 
earlier, Franz Liszt had recognized its completeness, its simplicity, its beauty, and had made of it one 
of his transcendent piano transcriptions which are unique in the literature of the instrument. 


LE CREPUSCULE (Twilight), Op. 30 ; Homer Newton Bartlett 71658 

PENSEE INTERMEZZO, Op 633 oie et ae es ae Benjamin Godard 71298 

ROMANGE Ops) ae, eb st Sts as eins! Leonard Liebling 71828 

SPINNING SONG, Op. 302, No. 1 » 4 og A 5 Karl Babes, pee 

ZEPHYR Ele LES BEBOR Soe og. soe ee ee Karl Boho: 0 eee 
A Duo-Art Record by Gene Waldron 


“RAGS” (Song Roll, with Words) . . Kabal, Fain, Silver (* Richman 103285 
4512} 
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STANDARD SONGS, BALLADS AND HYMNS 


**@S(0)* «Gyro: 
(SONG ROLLS, WITH WORDS) 


TiTLe 


ANDAR—DANZA (Go Ahead) 
BATTLE HYMN OF THE REPUBLIC 
BROWN BIRD SINGING, A 
CARISSIMA (Key of B-flat) 
~CARISSIMA (Key of G) 

C’EST VOUS 


CIRIBIRIBIN . 
MARI MARI 


DAWN OF TOMORROW 

DEAR LITTLE BOY OF MINE . 

FAR-AWAY BELLS, THE 

FOR ALL ETERNITY 

FORGOTTEN PERFUMES 

FORSAKEN 

FUNERAL . 

HE SHALL FEED HIS FLOCK enn ‘TheMessiah’ ' 
_ HIGH BARBAREE, THE 


HYMNS—{1) Come Thou Almighty King: 0) The 
Church’s One Foundation; D: Come, Ye Thank- 
ful People, Come : 


IF YOU SEE SALLY 

JUST A MEMORY 

KENTUCKY BABE 

LITTLE BLUEBIRD OF MY HEART 
LONG, LONG TRAIL . 

LOVE EVERLASTING 

LOVE WALTZ (From ‘‘The Love of cae >, 
MAYBE (From ‘‘Oh, Kay!’’) 

NOCHE AZUL (Blue Night) 

NO NIGHT THERE 

NO ONE KNOWS . 
ONE ALONE (From ‘‘The Desert Song") . 
PRINCESA DE ABRIL (April Princess) 
“RAGS” 

ROSARY, THE 

SILENT NIGHT, HOLY NIGHT 

SI TU SUPIERAS (“If You Only Knew’’) . 
SOME ONE TO WATCH OVER ME 


SONGS OF BYGONE DAYS, RollNo. 1—Clementine 
Little Brown Jug; Sweet Adeline . 


SONGS OF BYGONE DAYS, Roll No. 2—LongLong 
Ago; Alice, Where Art Thou? 


WHEN TWILIGHT COMES 


ComposER 
Lecuona 


Woop 
PENN 
PENN 


GREEN 


Spare 


pI Capua 
GREEN 
Bau 


GoRDON 


MascuHERONI . 


DeEnnri 
KoscHat 
LEcuOoNA 


HANDEL . 


ARMBRUSTER . 


DoNALDsON 
HENDERSON 
GEIBEL 
GREY 
ELLiorr . 
FRIML 
JACQUET . 
GERSHWIN 
LEcuONA. 
Danks 
GorDON 
RoOMBERG 
LEcuoNA 
Kawa 
NeEvIN 
GRUBER . 
LEcUONA 


GERSHWIN 


TANDLER 


ere 


PLAYED BY 


Ernesto Lecuona 
Henri Bergman 
Robert Armbruster 
Arthur A. Penn 
Arthur A. Penn 
Frank Milne 


Robert Armbruster 


Pitot 

Henri Bergman 
Robert Armbruster 
Robert Armbruster 
Lucien Denni 
Henri Bergman 
Ernesto Lecuona 
Robert Armbruster 
Robert Armbruster 


Robert Armbruster 
Frank Milne 


. Robert Armbruster 


Frank Milne 
Frank H. Grey 
Zo Elliott 

Robert Armbruster 
Maurice Jacquet 
Phil Ohman 
Ernesto Lecuona 
Henri Bergman 
Phil Ohman 
Robert Armbruster 
Ernesto Lecuona 
Gene Waldron 
Coenraad V. Bos 
Henri Bergman 
Ernesto Lecuona 


Phil Ohman 
Henri Bergman 


Henri Bergman 
. Phil Ohman 


Rotz No. 
103516 


103375 
103235 
103305 
103405 
103385 


103535 


103585 
103545 
103295 
103445 
103435 
103455 
103526 
103305 
103216 


103468 
103315 
103576 
103345 
103355 
103415 
103325 
103365 
103255 
103486 
103335 
103425 
103245 
103476 
103285 
103278 
103565 
103496 
103205 


103227 


103267 
103505 


1.75 
1.25 


DUOzART ACCOMPANIMENT ROLLS 
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SONG ACCOMPANIMENTS 


TITLE 


ALLELUJAH. (High Voice, in F) 
BANDOLERO, THE (Low Voice, in B-flat) 
BANJO SONG, A, Op. 22, No. 4 (Low Voice, in A) 
COME TO THE FAIR (Baritone) 


GOD TOUCHED THE ROSE ae Hay in E- 
flat) intial : ‘ 


HILLS (Soprano, in E Minor) : 
I LOVE THEE. (Medium Voice, in F) : 
MY MOTHER BIDS ME BIND MY HAIR (A Major) 


NEGRO SPIRITUALS—Standin’ in de Need 0’ Prayer; 
Wait ’Till Ah Put on My Crown (Medium Voice) 


NOBODY KNOWS THE TROUBLE I'VE SEEN. 
(Medium Voice) Pee 


REQUIEM (From Stevenson's “Dadearoels >. Op, 
15, No. 2 Low Voice, in G-flat) 


TO YOU (Soprano) 


WIND'S IN THE SOUTH, THE High Voie, in E- 
flat) 


WIND’S IN THE SOUTH, THE (Medium Voice, in 
D-flat) . ‘ 


YOU (Low Voice) 


PIANO DUET ACCOMPANIMENTS 


INTRODUCTION AND ALLEGRO, aoe 49 Se Two 
Pianos, First Piano Part) 


MARCHE HEROIQUE, Op. 40, No. 3 (Primo Part) 
SLAVIC DANCE, Op. 46, No. 6 (Primo Part) . 


VALSE CARNAVALESQUE, Op. 73 oe Two 
Pianos, First Piano Part) : 


VIOLIN ACCOMPANIMENTS 


ANDANTE CANTABILE 


BERGER SOMMEILLE, LE ee aa From Concerto 
“Le Printemps’”) ; 


OLD REFRAIN, THE 
ON WINGS OF SONG . 


VALSE IN A, Op.39 . 
VALSE IN G, Op. 70, No. 1 


DUO-ART ALTERNATING RECORD 


VALSE IN D-FLAT, Op. 70, No. 3 


CoMPosER 


Mozart . 
STUART 


HoMER 


Martin . 


Brown . 
LaForcGe 
BEETHOVEN 


Haypn 
REpDpDICK 
BurLEIGH 


HoMER 


RopENBECK 
Scott 


Scott 


HAMBLEN 


GopDARD 
SCHUBERT 


Dvorak . 


CHAMINADE 


TCHAIKOVSKY 


VIVALDI-PENTE 


KREISLER 


MENDELSSOHN 


Braums-HocusTEIN 
CHOPIN-SPALDING 


CHOPIN . 


45145 


PLAYED BY 


Bos 
LaForge 


Armbruster 


Armbruster 


Brown 
LaForge 
LaForge 

Bos 


Reddick 
Armbruster 


. LaForge 
Rider 


Scott 


. LaForge 
Hamblen 


Thompson 
Friedman 


Bauer 


Ganz 


Benoist 


Armbruster 
Benoist 


Benoist 


Benoist 


Fulethan 


Rott No. 
13158-S 


13037-S 
13066-S 
13178-S 


13946-S 
13098-S 
13088-S 
13198-S 


13118-S 
13056-S 


13008-S 
13126-S 


13108-S 


13018-S 
13137-S 


70939 
71690 
71040 


6936-4 


13168 


13028 
13078 
13148 


13189 


S-31688 


Pricz 


2.00 
Lis 
1.50 
2.00 


1.50 
2.00 
2.00 
2.00 


2.00 
1.50 


2,60= 
1.50 


2.00 


2.00 
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OF RECORDED COMPOSITIONS 
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TITLE CoMPOSER 
ALLELUJAH. Accompaniment, High Voice, in F Mozart . 
ANDANTE AND VARIATIONS From String ete 

Op. 18, No. 5 BEETHOVEN 
ANDANTE CANTABILE. sFiolin Pecnapariment TCHAIKOVSKY 
ANDANTE IN F (Andante Favori) BEETHOVEN 
ANDAR—DANZA (Go Ahead) Song Roll ee LECUONA 
ANNIE LAURIE VARIATIONS (Musical Silhouettes) 

Arr. by Johannes Goetze in Rig of the Great 

Composers . ee 
BABILLAGE @eakbing) GILLET 
BALLET DES PAPILLONS, Op. 69 (The Bur renilies: 

Dance) . GoparpD 
BANDOLERO, THE. Accompaniment, ee Vere in 

B-flat STUART 
BANJO SONG, A, Op. 22, ne 4. Accompaaiment, 

Low Voice, in A HoMER 
BARCAROLLE (June), Op. 37A, et 6 TCHAIKOVSKY 
BATTLE HYMN OF THE REPUBLIC ANON 
“BEGGAR'S OPERA, THE’’, SELECTIONS . PEpuscH . 
BELIEVE MEIF ALLTHOSEENDEARING YOUNG 

CHARMS (Characteristics in Music) . Moore 
BERCEUSE. From ‘“‘Jocelyn”’ GoparD 


BERGER SOMMEILLE, LE. Largo from reonceers 
“Le Printemps.’’ Violin accompaniment 
““BOHEME, LA’’— 
Excerpts from Act I: ‘Prelude; Rodolphe’ S Aria; 
Mimi’s Aria; Love Duet 
Excerpts from Act II: Prelude-Christmas Eve 
Celebration; Entrance of Rodolphe and Mimi; 
Musette’s Waltz Song; Finale pee} 
BROOK, THE (Valse Etude), Op. 25 . 
BROWN BIRD SINGING, A. Song Roll . 
BY THE SEA (Am Meer) 
CAPRICE HIPPIQUE 
CARISSIMA. Song Roll, in B aes 
CARISSIMA. Song Roll in G 
“CARMEN’’—Excerpts from Act I: Grete! Choris 
of Street Boys; Habanera; Duet, Don Jose and 
Micaela; Seguidilla; Finale go ee 


C'EST VOUS. Song Roll jell 
CHANT SANS PAROLES. Op. 2, Nes 3 


CHARACTERISTICS IN MUSIC, Roll No. 1—’ ‘Dixie 
in the styles of Bach, Wagner, Beethoven, Bizet 
and Johann Strauss 


CHARACTERISTICS IN MUSIC—‘Believe Me If All 
Those Endearing Young Charms’’. 


CIRIBIRIBIN. Song Roll : 
(With di Capua’s ‘“‘Mari Mart’ NG 


COME TO THE FAIR. Accompaniment, Baritone 
COQUETTE WITH A FAN . 


VIVALDI-PENTE 
Puccini 


WOLLENHAUPT 
Woop 
SCHUBERT-LIszT 
STERNBERG 
PENN 

PENN 


Bizet 
GREEN, ET AL. 
TCHAIKOVSKY 


Moorez 
PESTALOZZA 


Martin . 


ELBEL 


re 


PLAYED BY 


Coenraad V. Bos 


Harold Bauer 
Andre Benoist 


Wanda Landowska 


Ernesto Lecuona 


Emilie Goetze 
Robert Armbruster 


Guiomar Novaes 
Frank LaForge 


Robert Armbruster 
Nadia Reisenberg 

Henri Bergman 
Robert Armbruster 


Helen S. Leavitt 
Rudolph Ganz 


. Robert Armbruster 


Maurice Jacquet 


Constance Mering 
Robert Armbruster 
Desider Vecsei 
Edith Penguilley 
Arthur A. Penn 
Arthur A, Penn 


Robert Armbruster 
Frank Milne 
Shura Cherkassky 


Helen S. Leavitt 


Helen S. Leavitt 
Robert Armbruster 


Robert Armbruster 
Louis Elbel 


Rott No. 
13158-S 


7106-4 
13168 
71350 

103516 


S-31588 
71318 


71870 
13037-S 


13066-S 
71289 
103375 
71859 


S-71518 
7098-3 


13028 


71800 


71939 
71428 
103235 
71449 
S-31748 
103305 
103405 


71810 
103385 
71549 


70968 


S-71518 
103535 


13178-S 
62217 


Mfhs) 
2.00 
1045) 
ee 
2.00 
1EZ5 
db) 


2.50 
1 eed 
Die 


2.00 


2.00 
dS 
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TiTLe 
COQUETTE WITH A SERIOUS LOVER 
CREPUSCULE, LE (Twilight), Op. 30 
DANS LES FLEURS. (Valse Lente) 
DANZA LUCURNI 
DAWN OF TOMORROW. Song Roll 
DEAR LITTLE BOY OF MINE. Song Roll 
ECSTASY 
EGERIA, Op. 35 
ESPANITA WALTZES : 
ETUDE IN C-SHARP MINOR, Op. 27, Noe 7 
ETUDE IN C MINOR (Arpeggios), Op. 25, No. 12 
ETUDE IN F-SHARP, Op. 36, No. 13 : 
FAR-AWAY BELLS, THE. Song Roll 
yEAUSE — 
Selections from Act I: Kermesse; Valentin’ s Fare- 
well; The Calf of Gold; Chorale of the Swords; 
Waltzes 
Selections from Act ue Flower Song; Cavatina: 
The King of Thule; Jewel Song; Duet (Marguerite 
and Faust) . . 
Selections om Acts IV and V: Soldiers) Ghoms: 
Mephistopheles’ Serenade; Prison Scene Trio 
FLIRTATION IN A CHINESE GARDEN ; 
RUSH HOUR IN HONG-KONG 
FOR ALL ETERNITY. Song Roll 
FOREST ELVES, Op. 70, No. 5 ‘ 
FORGOTTEN PERFUMES. Song Roll 
FORSAKEN. Song Roll 
FUNERAL. Song Roll 
GOD TOUCHED THE ROSE. Accompaniment, wee 
. dium Voice, in E-flat ree 
GRINGO TANGO, A. 
HAPPY BUTTERFLIES, THE 
HE SHALL FEED HIS FLOCK. From‘‘The Messiah 
Song Roll : . 
HIGH BARBAREE, THE eens on a Seat 
Chantey). Song Roll : : 
HILLS. Accompaniment, Soprano, freWnion 
HONEYMOON SUITE, Part I 
HUMORESQUE, Op. 10, No. 2 
HUMORESQUE, Op. 10, No. 5 
HUNGARIAN, Op. 39, No. 12 
HYMNS—(1) Come, Thou Almighty Kine (2) The 
Church’s One Foundation; (3) Come, Ye Thank- 
ful People, Come. Song Roll . <i Se 
IF YOU SEE SALLY. Song Roll . 
I LOVE THEE. Accompaniment, Medium Voice, in F 
IMPROMPTU IN G-FLAT, Op. 90, No. 3 
IN A MONASTERY GARDEN . 
INTRODUCTION AND ALLEGRO, Op. 49. Neots 
paniment Roll. First Piano Part 
JEWISH NATIONAL HYMN—‘‘Hatikvoh"’ (Hope) 
JUST A MEMORY. Song Roll ae 
KENTUCKY BABE. Song Roll . . 
LITTLE BLUEBIRD OF MY HEART. Song R Roll . 
LITTLE WHITE DONKEY, THE : 


CoMPosER 
ELsBei 
BARTLETT 
BERGER 
Lzcuona 
GREEN 
BAL 
WIGGERS 
KROEGER 
Rosgy 
CHOPIN . 
CHOPIN . 
ARENSKY. 
GorDON 
GounopD 


CHASINS . 


MaAscHERONI . 
SCHYTTE . 
DENNI 
KoscHatT 
LEcuona 


Brown . 
LANE 
GREGH 


HANDEL . 


ARMBRUSTER . 
LaForce 
CoLBEeR . 
TCHAIKOVSKY 
RACHMANINOFF 
MacDowE it . 


DoNALDSON . 
BEETHOVEN 
SCHUBERT 
KETELBEY 


GopaRD 
BELLIN 
HENDERSON 
GEIBEL 
GREY 

IBERT 


Malek 


PLAYED BY 


Louis Elbel 
Desider Vecset 
Constance Mering 
Ernesto Lecuona 
Genevieve Pitot 
Henri Bergman 
Lawrence Goodman 
Henri Bergman 
Genevieve Pitot 

. Harold Bauer 

. Alfred Cortot 
Gitta Gradova 
Robert Armbruster 
Robert Armbruster 


Abram Chasins 


Robert Armbruster 
Josef Hofmann 
Lucien Denni 
Henri Bergman 
Ernesto Lecuona 


Mary Helen Brown 
Daisy Hoffman 
Genevieve Pitot 


Robert Armbruster 


Robert Armbruster 
Frank LaForge 
Fred Colber 

Josef Hofmann 
Lawrence Goodman 


John Powell 


Robert Armbruster 

Frank Milne 
. Frank LaForge 
Ernest Hutcheson 
Robert Armbruster 


John Thompson 

. Jacob Bellin 
Robert Armbruster 
Frank Milne 
Frank H. Grey 
Guiomar Novaes 


Rott No. 
S-31627 
71658 
71407 
71676 
103585 
103545 
71128 
71566 
71458 
7120-3 
70880 
71520 
103295 


71189 


> 


71259 


71329 
71729 


103445 

71630 
103435 
103455 
103526 


13946-S 
S-31567 
71667 


103305 


103216 
13098-S 
71596 
71155 
S-31618 
71270 


103468 
103315 
13088-S 
7089-3 
71837 


70939 
S-71508 
103576 
103345 
103355 


71070 | 


ALPHABETICAL LIST OF COMPOSITIONS RECORDED FOR THE DUO-ART PIANO 
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05) 
TITLE ComposER PLAYED BY Rott No. 
“LOHENGRIN’’— : WAGNER Ralph Leopold 
Excerpts from Act I: Prelude; Elsa’s Dream Suet 71790 
Excerpts from Act I (Part 2): Elsa’s Promise to 
Lohengrin; The King’s Prayer; Quintette; Finale. : : 3 71940 
LONG, LONG TRAIL. Song Roll ELLIOTT . Zo Elliott 103415 
LORELEY, THE Liszr Rudolph Ganz 7114-4 
LOVE EVERLASTING, cones Roll : FRIML Robert Armbruster 103325 
LOVE-WALTZ. From ‘‘The Love of hs i Song 
Roll ; ; JACQUET . Maurice Jacquet 103365 
“MILLE. MODISTE’”’ SELECTIONS HERBERT Robert Armbruster 71059 
**MAGIC FLUTE’”’ OVERTURE . 4 Mozart . Ganz and Hutcheson 536-4 
MA MERE L’OYE (Mother Goose)—No. 4, Beaeey 
and the Beast; and No. 3, Laideronnette, Se 
of the Statuettes ; : . Raven Polly and Walter Damrosch . 7189-4 
MARCHE HEROIQUE, Op. 40, No. 3 SCHUBERT Ignaz Friedman 7090-4 
MARCHE HEROIQUE, Op. 40, No.3. Piano Duet Ne 
companiment, Primo Part SCHUBERT Ignaz Friedman 71690 
MARI MARI. Song Roll : . DiI Capua Robert Armbruster 103535 
CWith Pestalozza’s “Ciribiribin’ >) 
MAYBE. From “‘Oh, Kay!’ Song Roll GERSHWIN Phil Ohman 103255 
MEDITATION SANFORD James N. Sanford S-31608 
MELODY FOR LEFT HAND PICKHERT Hugh Hodgson 71368 
(With Sinding’s ‘‘Serenade’”) 
MELODY OF LOVE ENGELMANN . Frank Milne 71468 
“MILITARY” SYMPHONY—Third Rovement: 
Minuet HayDn Ossip Gabrilowitsch 538-4 
MY MOTHER BIDS ME BIND MY HAIR. Serer he 
companiment, in A Major HayDN Coenraad V. Bos 13198-S 
NEGRO SPIRITUALS—Standin’ in de Neen 0) Prayer 
Wait Till Ah Put on My Crown. Accompaniment, 
Medium Voice ReppIck William Reddick 13118-S 
NOBODY KNOWS THE TROUBLE i. VE SEEN. ive 
companiment, Medium Voice BURLEIGH Robert Armbruster 13056-S 
NOCHE AZUL (Blue Night). Song Roll Lecuona. Ernesto Lecuona 103486 
NOCTURNE IN F MINOR, Op. 55, No. 1 CHoPIN . Josef Hofmann 7109-4 
NO NIGHT THERE. Song Roll . Danks Henri Bergman 103335 
NO ONE KNOWS. Song Roll GorDON Phil Ohman 103425 
NORTH COUNTRY SKETCHES De ius Percy Grainger 
& Ralph Leopold 
1. Autumn—The Wind Soughs in the Trees cyl ae ae 71900 
2. Winter Landscape; and 3. Dance 71910 
4. The March of a races Meadows, 
and Silent Moors ; Be ic igh Bee apes: 71920 
NOVELETTE CoLBER . Fred Colber -S-71708 
OLD IRONSIDES. March, with ee RIEsENFELD Frank Milne 713403 
OLD REFRAIN, THE. Violin Accompaniment KREISLER Andre Benoist 13078 
OLD VIENNA . ’ Gopowsky Lawrence Goodman 72278 
ONCE UPON A TIME ; : BopINI . Francesco Longo S-31738 
ONE ALONE. From ‘‘The Desert Sone: * Sang Roll RoMBERG Robert Armbruster 103245 
ON THE MALL. March GoLDMAN Leith t Addison 71497 
ON WINGS OF SONG. Violin Dreamer inca: MENDELSSOHN Andre Benoist 13148 
ORGAN FANTASIA AND FUGUE IN G MINOR— 
Part I, The Fantasia Bacu-Liszt Percy Grainger 7161-4 
ORGAN FANTASIA AND FUGUE. IN G MINOR— 
Part II, The Fugue Bacu-Liszr Percy Grainger 71740 
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DUO-ART PIANO MUSIC 
DI mt 


TITLE 


PACIFIG SUITES.N0.:5 see 

PENSEE INTERMEZZO, Op. 83 

PIERROT REVEUR, Op. 48, No. 5 

PIG ’N WHISTLE: and PUSS 'N BOOTS 

“PIRATES OF PENZANCE’”’ SELECTIONS 

PLAYING PIANO BY HARMONY DIAGRAMS, 
Roll, No.1. 


PLAYING PIANO BY HARMONY DIAGRAMS, 
Roll No. 2 . 


CoMPosER 
CoLBER . 
GoDARD 
SCHUETT . 
CorYELL 
SULLIVAN 


BEvitT 


BevitTtT 


PLAYED BY 


Fred Colber 
Desider Vecsei 
Lawrence Goodman 
Marian Coryell 
Robert Armbruster 


Arthur D. Duclos 


Arthur D. Duclos 


PLAY ME ANOTHER, Medley N 0.1 Gnel oe Robert Armbruster) 


PLAY ME ANOTHER, Medley No. 2 (Arranged by Robert Armbruster) 


POLONAISE IN C MINOR, Op. 40, No. 2 
“PRINCE OF PILSEN’’ SELECTIONS 
PRINCESA DE ABRIL (April Princess) Song Roll . 
“RAGS.” Song Roll 


REFLETS DANS L’EAU (Reflections in the Water) 


REQUIEM (From Stevenson’s ‘‘Underwoods’’), Op. 
15, No. 2. Accompaniment, Low Voice, in G-flat 


RHAPSODY IN BLUE, Part I 
“RIGOLETTO” PARAPHRASE . 


ROMANCE, Op. 45, No. 1 GRUENFELD 
ROMANCE, Op. 45, No. 1 GRUENFELD 
ROMANCE, Op. 1 LIEBLING 
ROMANCE, Op. 42, No. 1 Moszkowsk1 . 
ROSARY, THE. Song Roll NEvIN 
ROSARY, The. Piano Transcription NEvIN 
SCHERZO IN C-SHARP MINOR, Op. 39 CHopPIN . 
SCHERZO VALSE . 2 koe ee MoszxkowskI . 
SERENADE. (With Pickhert’s ‘‘Melody’’). SINDING 
SERENADE BADINE Martz 
SHANGHAI TRAGEDY, A . CHASINS . 
SHEPHERD BOY, THE, Op. 4 wee WILSON 
SILENT NIGHT, HOLY NIGHT. Song Roll . GRUBER 

SI TU SUPIERAS (If You Only Knew). Song Roll Lecuona. 
SLAVIC DANCE, Op. 46, No. 6. Piano Duet Accom- 

paniment. Primo Part as . Dvorak . 
SOLILOQUY Bioom 
SOMEONE TO WATCH OVER ME. ae “Oh, 

Kay!’ Song Roll GERSHWIN 
SONATA IN D MINOR SCARLATTI 
SONATA IN E-FLAT, Op. 7 BEETHOVEN 

First Movement: Allegro 

Second Movement: Largo 

Third Movement: Rondo : a 
SONATA IN D MAJOR, Op. 28, ‘‘Pastoral’’ BEETHOVEN 

First Movement: Allegro 

Second Movement; Andante; Thicd Movenients 

Scherzo 

Fourth Movement: Rondo : : 5 
SONATA IN C MAJOR, Op. 53, “Waldstein” BEETHOVEN 

Second Movement: Adagio; and Third Movement: | 

Rondo i die 
ses" 


CHOPIN 
Lupers . 


LEcUONA 


Kanwar, Farin, 


Harold Bauer 
Robert Armbruster 


Ernesto Lecuona 


Sttver @? Ricuman Gene Waldron 


Desussy . 


Homer 
GERSHWIN 
Verp1-Liszt 


Ignace J. Paderewski 


Frank LaForge 
George Gershwin 
Shura Cherkassky 
Guiomar Novaes 
Philip Gordon 
Desider Vecsei 
Harold Bauer 
Coenraad V. Bos 
Fred Colber 
Ignace J. Paderewski 
Nadia Reisenberg 
Hugh Hodgson 
Robert Armbruster 
Abram Chasins 
Florence Bennett 
Henri Bergman 
Ernesto Lecuona 


Harold Bauer 
Rube Bloom 


Phil Ohman 
Irene Scharrer 


Harold Bauer 
Ignaz Friedman 


John Powell 


Rout No. 


71586 
71298 
71210 
70976 
70959 


9098 


9108 
71436 
71686 

7148-4 
71399 
103476 


103285 
7186-6 


13008-S 
70947 
71300 
7122-3 
71948 
71828 
71620 
103278 
S-71708 
7160-6 
71530 
71368 
71248 
71739 
71196 
103565 
103496 


71040 
71477 


103205 
70919 
71750 
71760 
71770 


7099-4 


7100-4 
71010 


7123-4 


a 


ALPHABETICAL LIST OF COMPOSITIONS RECORDED FOR THE DUO-ART PIANO 


-eS(Q)* 
TirLz 
SONATA IN E MAJOR, Op. 109 
First Movement: Vivace; Adagio espressivo; and 
Second Movement: Prestissimo re 
Third Movement: Andante and Variations . 
SONGS OF BYGONE DAYS, Roll No.1—Clementine; 
Little Brown Jug; Sweet Adeline. Song Roll 
SONGS OF BYGONE DAYS, Roll No. 2—Long, 
Long Ago; Alice, Where Art Thou? Song Roll . 


SONGS WITHOUT WORDS: No. 44° ‘Retrospection, ” 


>. 102, No.2; and No. 10 “‘The mae 
30, No. 4 : 4 

“SONNAMBULA, LA”’ FANTASIA 

SPINNING SONG, Op. 302, No. 1 


““SURPRISE’’ SYMPHON Y—Second wencoee 
Andante 


“SWEETHEARTS” SELECTIONS 


SYMPHONY, No. 3, IN E-FLAT, Op. 55, ‘‘Eroica’’ 
First Movement: Allegro con brio—Part I 
First Movement: Allegro con brio—Part II 
Second Movement: Funeral March (Adagio assai) 
Third Movement: Scherzo (Allegro vivace) 
Fourth Movement: Finale (Allegro molto) 


“*TANNHAUSER’’—Act I, Bacchanale 
TEDDY BEAR’S PICNIC 


THREE LITTLE ODDITIES: 1. Imprompa 2 
Novelette; 3. Romanza 


TODDLING (Novelette) 
7OeTHE SEA, Op. 55, No. 1 
TO YOU. Accompaniment, Soprano 


“TRISTAN AND ISOLDE’’— 
Excerpts from Act II: Prelude; First Scene . 
Excerpts from Act II: Love Duet; Brangaena’s 
Warning . 

Excerpts from Act III: Prelude; Tristan and Kur- 
venal; Isolde’s Liebestod . ; ieee 


TURKEY IN THE STRAW 

TWILIGHT ae: 

UNDER THE DOUBLE EAGLE. Nee , 
UNDER THE PALMS (Spanish Dance), Op. 232, No.3 


VALSE IN A, Op. 39. Violin a ae (With 
Chopin’s Valse in G) 


VALSE IN D-FLAT, Op. 70, No. 3. Nase Roll 


VALSE IN G MAJOR, Op. 70, No. 1. Violin Accom- 
paniment (with Brahms’ Valse in A) . 


VALSE LUCILLE, Op. 85, No. 1 

VALSE PRIMROSE a. 

WHEN TWILIGHT COMES. cake Roll 

WHIP, THE. March 

WIND’S IN THE SOUTH, THE. Accompaniment, 
High Voice, in E-flat : 

WIND’S IN THE SOUTH, THE. Accompaniment, 
Medium Voice, D-flat ; 

WITH FLAGS ALOFT (Spirit of West Point) Mee 
with Words 

YOU. Accompaniment. oe vee in Cc 

ZEPHYR ET LES FLEURS 


Op. 


CompPosER PLaYED BY 
BEETHOVEN . Alfred Cortot 
Henri Bergman 
Henri Bergman 
MENDELSSOHN Ethel Leginska 


Bexuini-Leysacu Robert Armbruster 


Boum Desider Vecsez 
Haypn Walter Damrosch 
‘HERBERT Robert Armbruster 
BEETHOVEN Frederic Lamond 
WAGNER Ralph Leopold 
BRATTON Henri Bergman 
CoNFREY Leonard Grinnell 
Axt AND Rarer . Robert Armbruster 
MacDowELL Mrs.W. J. Morrison 
RopDENBECK Elva Faeth Rider 
WAGNER Ralph Leopold 
GuION John Powell 
FRIML Mary Lee Read 
J. F. WaGNerR Leith and Addison 
ALBENIZ Alfred Cortot 


Andre Benoist 
Anis Fuleihan 


Braums-HocustTEIN 
CHOPIN . 


CHOPIN-SPALDING Andre Benoist 


FRIML Philip Gordon 
BARNES . Francesco Longo 
TANDLER Phil Ohman 
HotzMANN Frank Milne 
ScoTT John Prindle Scott 
Scott Frank LaForge 
HELLER Leith and Addison 
HamMBLEN Bernard Hamblen 
Boum Desider Vecsez 


ere 


Rott No. 


7109-4 
7110-4 


103227 


103267 


71370 
71139 
71968 


537-4 
71559 


5310 
5320 
5330 
5340 
5350 
71780 
71987 


S-31698 

wLSTT 
S-31648 
13126-S 


70920 
71030 


71110 
71160 
S-31598 
71338 
71020 


13189 
S-31688 


13189 
71958 
71347 
103505 
71417 


13108-S 
13018-S 


71268 
13137-S 
71338 
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